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Abstract Nigel	Butterley’s	Pentad	(1968)	was	one	of	the	many	compositions	to	be	commissioned	by	Australian	institutions	during	the	1960s.	Yet,	in	spite	of	its	regular	performance	in	the	first	twenty	years	following	its	premiere,	its	extant	sources	are	not	in	a	reasonable	condition	for	faithful	performances	today.	Following	James	Grier’s	methodology	upon	the	subject,	along	with	direct	consultation	with	the	composer,	this	study	primarily	documents	the	critical	examination	in	preparing	a	new	edition	of	Pentad.	New	analytical	perspectives	of	the	work	prompted	by	this	investigation,	are	included	in	this	discussion.			Although	Pentad’s	orchestration	for	twenty-seven	woodwind	and	brass	instruments	fits	it	within	the	category	of	a	wind	band	work,	its	abstract	aesthetic,	instrumentation	and	commission	more	appropriately	suggests	it	be	regarded	as	work	for	orchestral	winds.	This	study	also	reports	the	determination	of	this	finding,	along	with	an	assessment	of	the	background	and	context	of	the	composition	in	Australian	music	at	the	time.	Consequently,	new	findings	on	the	Australian	wind	band	movement	from	1945–1970	are	presented,	and	new	light	is	shed	on	Pentad,	a	unique	composition	in	Butterley’s	oeuvre.			
		 iv	
Preface and Acknowledgements I	would	like	to	sincerely	thank	the	following	people	whose	help	and	contributions	I	am	most	grateful	for.	Firstly,	to	Nigel	Butterley	and	Thomas	Kennedy,	without	whose	continual	generous	support,	interest	and	efforts,	this	project	would	not	have	been	realised.	I	also	particularly	thank	my	supervisors,	Dr	John	Lynch	and	Dr	Alan	Maddox	for	their	constant	counsel,	feedback,	expertise,	encouragement	and	insights,	along	with	Dr	Steven	Capaldo	and	Dr	Joanna	Drimatis	for	their	wise	advice.		From	the	Australian	Music	Centre,	the	assistance,	knowledge	and	guidance	I	received	from	Judith	Foster	and	James	Lee	was	invaluable.	I	would	also	like	to	acknowledge	the	time	and	assistance	of	Nyree	Morrison	from	the	University	of	Sydney	Archives,	and	Kathrin	di	Rocco	and	Marie	Chellos	from	the	University	of	Sydney	Library.	The	expertise	of	Kate	Stanton	from	the	University’s	Copyright	Service,	and	Anita	Kelly	from	the	University’s	Office	of	General	Counsel	was	indispensable	in	understanding	and	facilitating	copyright	law	for	this	project.			I	give	thanks	to	Vi	King	Lim	and	the	staff	at	Symphony	Services	International	for	their	assistance	in	viewing	scores	and	records	pertaining	to	Pentad	in	their	library,	and	Meredith	Lawn	for	helping	me	uncover	concert	programs	at	the	State	Library	of	New	South	Wales.	The	staff	at	the	National	Library	of	Australia	were	also	helpful	in	facilitating	the	inspection	of	scores	and	papers	relating	to	this	study.	I	would	also	like	to	acknowledge	the	assistance	given	by	James	K	Sheppard	from	office	of	bands	at	the	Henry	and	Leigh	Bienen	School	of	Music	at	Northwestern	University,	and	Janet	C.	Olson	from	the	Northwestern	University	Libraries.			Lastly,	I	sincerely	appreciate	the	friendship,	support,	collegiality	and	humour	offered	by	my	fellow	students,	and	my	family	for	simply	everything.	
	Ethics	approval	was	sought	and	granted	for	this	study	by	the	University	of	Sydney	Human	Research	Ethics	Committee,	Project	No:	2016/242.		
	
		 v	
Performance Recital Acknowledgement I	would	like	to	sincerely	thank	the	following	people	who	took	part	in	my	final	recital,	which	formed	part	of	this	thesis’	assessment.	Each	player’s	skill,	musicianship	and	commitment	was	invaluable,	and	I	am	grateful	for	their	support	and	participation.			
Flute	 Oboe	Samantha	Hennessy	 Hannah	Kovilpillai	Melanie	Walters	(Piccolo)	 Jonathan	Daw	Lydia	Sharrad	(Piccolo)	 An	Nguyen	(Cor	anglais)	Madeleine	Stewart		 Kathleen	Cowie		 	
Clarinet	 Bassoon	Charise	Penrose	(E-flat)	 Timothy	Rosen	Samantha	Webber	 Samantha	Hrycek	Anna	Coleman	(Bass	clarinet)	 Josie	Hawkes	(contrabassoon)	Katie	Marshall	 Christopher	Buckley		 	
Horn	 Trumpet	Nicole	John	 Nicholas	Bauer	Alex	Miller	 Timothy	Frahn	Emma	Gregan	 Carly	Cameron	Natalie	Williams	 David	Khafagi		 	
Trombone	 Percussion	Edward	Koltun	 Andrew	Timko	Matthew	Madden	 Jack	de	la	Lande	Thomas	Greer	 Henry	Millar	Cassandra	Pope	 Amber	Watkins		 	
Tuba	Brad	Turner					
		 vi	
Table	of	Contents	Abstract	................................................................................................................................................................	iii	Preface	and	Acknowledgements	................................................................................................................	iv	Performance	Recital	Acknowledgement	.................................................................................................	v	Terminology	.....................................................................................................................................................	viii	List	of	Examples	................................................................................................................................................	ix	List	of	Photographic	Examples	....................................................................................................................	x	List	of	Tables	.......................................................................................................................................................	xi	List	of	Appendices	..........................................................................................................................................	xii	1.	Introduction	....................................................................................................................................................	1	2.	Literature	Review	.........................................................................................................................................	5	2.1	Discussion	of	Pentad	in	the	literature	...........................................................................................................	5	2.2	Formal	studies	into	Butterley	...........................................................................................................................	7	3.	Background	and	Context	of	Pentad’s	Composition	........................................................................	9	3.1	Australian	composition	prior	to	1960	..........................................................................................................	9	3.2	Australian	composition	in	the	1960s:	a	period	of	stylistic	transition	..........................................	12	3.3	Butterley’s	compositions	from	the	1960s	................................................................................................	13	3.4	Wind	band	music	in	the	1960s:	the	avant-garde	..................................................................................	15	3.5	The	wind	band	in	Australia,	post	1945	.....................................................................................................	18	4.	Methodologies	.............................................................................................................................................	21	4.1	Critical	editing	......................................................................................................................................................	21	4.2	Interview	................................................................................................................................................................	26	5.	Critically	Editing	Pentad:	Determining	the	New	Edition	..........................................................	28	5.1	Investigating	the	extant	sources	of	Pentad	..............................................................................................	28	5.2	Inspection,	description,	evaluation	and	classification	of	the	sources	..........................................	29	5.2	Transcription	........................................................................................................................................................	35	5.3	Editorial	amendments:	determining	errata,	inconsistencies,	and	ambiguities	.......................	35	5.4	Reproduction	of	score	characteristics,	notational	practices	and	general	editorial	adjustments	..................................................................................................................................................................	54	5.5	Critical	apparatus	and	introduction	...........................................................................................................	60	
		 vii	
6.	Pentad:	A	Critical	Re-examination	......................................................................................................	62	6.1	Performance	history	..........................................................................................................................................	62	6.2	Background	and	composition	........................................................................................................................	65	6.3	Assessment	and	description	..........................................................................................................................	68	6.4	Classification	within	the	repertoire	and	connection	to	Stravinsky’s	Symphonies	of	Wind	
Instruments	....................................................................................................................................................................	70	7.	Conclusion	.....................................................................................................................................................	77	8.	Recommendations	for	further	research	...........................................................................................	79	9.	Bibliography	.................................................................................................................................................	80	Appendix	A: Transcript	of	interview	with	Nigel	Butterley…………………………………….…...96	Appendix	B:	Ethics	Approval…………………………………………………………………………………..143		
		 viii	
Terminology The	term	wind	band	used	throughout	this	study	follows	Frank	Battisti’s	broad	definition	of	the	wind	band/ensemble	–	“music	for	eight	or	more	woodwind,	brass	and	percussion	instruments	used	together,	separately	or	in	various	combinations,	which	requires	a	conductor.	Some	works	include	strings,	either	as	solo	instruments	or	bass-line	reinforcement.	A	select	number	of	works	include	chorus	and/or	solo	voice	with	the	wind	band/ensemble.”1	Importantly,	the	definition	of	the	wind	band	does	not	refer	to	the	British	style	brass	band,	which	excludes	the	use	of	woodwinds.			It	is	useful	to	note	the	various	titles	associated	with	the	wind	band	medium.	As	William	H.	Rehrig	points	out	in	his	Encyclopedia	of	Band	Music;	“in	the	English	language,	concert	bands	and	military	bands	are	known	by	many	other	names.”2	Rehrig	gives	the	following	examples	–	wind	and	percussion	orchestra,	wind	and	percussion	ensemble,	symphonic	band,	symphonic	winds,	symphony	of	winds,	symphony	band	and	wind	ensemble.3		  
																																																								1	Frank	Battisti,	The	Winds	of	Change:	The	Evolution	of	the	Contemporary	American	Wind	
Band/Ensemble	and	its	Conductor,	1st	ed.	(Galesville,	MD:	Meredith	Music	Publications,	2002),	xv.	2	William	H.	Rehrig,	The	Heritage	Encyclopedia	of	Band	Music:	Composers	and	their	
Music,	ed	Paul	E.	Bierley	(Westerville,	OH:	Integrity	Press,	1991),	v	3	Ibid.,	v.	
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1. Introduction Scholarly	enquiry	into	the	evolution	of	wind	band	in	Australia	is	distinctly	minimal	compared	to	the	investigation	of	the	medium	in	America,	and	to	a	lesser	degree	in	Europe.	Unsurprisingly,	wind	band	repertoire	by	Australian	composers	is	also	largely	unexamined	and	unrecognised	by	the	Australian	musical	community.	A	large	body	of	research	does	address	the	wind	band	music	of	Percy	Grainger	–	one	of	Australia’s	most	significant	composers	–	however	his	compositions	for,	and	his	associated	activities	within	the	medium,	predominantly	followed	his	relocation	and	ensuing	naturalisation	in	the	United	States	from	1914.	Little	is	known	regarding	other	Australian	composers.	Indeed,	as	Martin	Hardy	has	pointed	out,	“a	lack	of	wind	band	research	has	resulted	in	a	dearth	of	information	concerning	the	performers	and	composers	who	are,	and	have	been,	directly	involved	in	the	movement.”4			Nevertheless,	there	have	been	a	number	of	endeavours	that	have	identified	and	even	examined	Australian	compositions	for	the	wind	band.	In	1977	and	1985,	the	Australian	Music	Centre	(AMC)	published	catalogues	of	repertoire	concerning	brass	ensemble,	brass	band,	and	military	and	concert	band	music,5	and	more	recently	a	selective	compendium	of	Australian	works	for	band	was	assembled	by	Michael	Burch-Pesses.6	Along	with	Grainger,	Hardy	has	specifically	examined	selected	wind	band	compositions	of	Alexander	Lithgow,	and	David	Stanhope,7	whilst	also	briefly	acknowledging	several	other	composers	for	the	medium.	However,	these	efforts	have	largely	recognised																																																									4	Martin	Hardy,	“The	Development	of	the	Australian	Wind	Band:	An	Historical	Overview	with	Review	of	Selected	Works”	(MMus	Thesis,	University	of	New	South	Wales,	1995),	54.		5	Australian	Music	Centre,	ed.,	"Catalogue	of	Australian	Compositions	VI:	Military	and	Brass	Band	Music”	(Sydney:	Australian	Music	Centre,	1977);	Australian	Music	Centre,	ed.,	“Catalogue	of	Australian	Brass	and	Concert	Band	Music”	(Sydney:	Australian	Music	Centre,	1985).	6	Michael	Burch-Pesses,	The	Band	Down	Under:	Australian	Composers	and	Their	Works	
for	Band	(Hillsboro,	Oregon:	BP	Publications,	2015).	7	Hardy,	“The	Development	of	the	Australian	Wind	Band.”		
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contemporary	and	active	composers	for	the	wind	band,	and	where	the	few	identified	works	by	preceding	generations	are	listed	-	with	the	exception	of	Lithgow	and	Grainger	–	little	is	addressed	beyond	their	title,	instrumentation	and	duration.	This	lack	of	investigation	and	the	subsequent	expansion	of	knowledge	it	would	bring	to	the	topic	raises	the	following	questions:	who	else	has	written	for	the	wind	band	in	Australia,	and	in	particular,	have	any	works	been	produced	by	those	recognised	as	the	country’s	leading	composers	from	generations	past?			In	the	introduction	to	his	study,	Hardy	mentions	that	Don	Banks,	Nigel	Butterley,	George	Dreyfus,	Stephen	Leek	and	Peter	Sculthorpe	have	written	for	the	wind	band,	yet	their	works	are	not	identified.8	To	identify	these	compositions,	and	those	that	may	have	also	been	written	by	other	significant	past	Australian	composers,	I	searched	the	AMC	band	catalogues,	the	AMC	and	Symphony	Services	International’s	online	catalogues,	and	the	National	Library	of	Australia’s	Trove	search	engine.9	These	were	the	most	relevant	databases,	repositories	and	catalogues	for	such	an	investigation.	Search	terms	for	online	sources	included	‘wind	band’	or	other	titles	for	the	medium	listed	by	Rehrig,	along	with	‘Australia,’	‘Australian,’	or	the	names	of	composers.	Where	applicable,	the	search	was	also	restricted	to	musical	scores	only.	This	identified	many	wind	band	works,	including	compositions	for	wind	band	by	the	composers	listed	by	Hardy.10	Importantly,	the	search	also	revealed	works	by	other	composers	relevant	to	my	enquiry:	Dulcie	Holland,	Robert	Hughes,	William	Lovelock,	James	Penberthy	and	Larry	Sitsky.			
																																																								8	Hardy,	“The	Development	of	the	Australian	Wind	Band,”	1-2.	9	Trove	simultaneously	searches	a	large	number	of	important	Australian	collections	including	the	National	Library	of	Australia,	State	and	Territory	Libraries,	and	University	libraries.	See	http://trove.nla.gov.au/general/about		10	If	Hardy	is	referring	to	Burke	and	Wills:	Suite	for	Symphonic	Band	as	Sculthorpe’s	contribution,	it	is	not	an	original	composition	for	wind	band.	Rather,	it	was	arranged	for	the	medium	after	his	score	for	the	film	of	the	same	name.	Other	settings	of	the	work	also	exist	for	orchestra	and	brass	band;	see	Peter	Sculthorpe,	Burke	and	Wills:	Suite	for	
Symphonic	Band	([London]:	Faber	Music,	c1985).	
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These	composers,	along	with	those	aforementioned	by	Hardy,	are	all	widely	respected	for	their	contributions	to	Australian	composition	and,	with	the	exception	of	Leek,	were	active	during	the	mid-twentieth	century.	Yet,	many	of	their	wind	band	works	exist	as	handwritten	scores	or	survive	as	sketches,11	and	as	a	result	have	often	remained	unpublished.	Others	are	not	locatable,12	or	are	too	short	in	duration	to	warrant	individual	investigation	by	a	study	this	size.13	However,	amongst	these	compositions,	the	earliest	substantial	and	easily	accessible	is	Pentad	by	Nigel	Butterley.14	Composed	in	1968	for	an	ensemble	of	twenty-seven	woodwind	and	brass	instruments,	Pentad	was	written	at	a	time	when	Australian	composition	was	increasingly	becoming	critically	acknowledged,	both	locally	and	internationally.			Upon	inspection,	Pentad’s	extant	sources	are	not	in	a	satisfactory	condition	to	provide	for	faithful	performances.	While	a	complete	manuscript	in	the	composer’s	autograph	has	survived,	its	musical	text	is	smudged	and	difficult	to	accurately	read	in	places,	and	the	final	page	has	been	partly	obscured	by	binding.	An	examination	of	the	work’s	instrumental	parts	reveals	there	are	numerous	errors	in	comparison	to	the	autograph	score,	and	they	are	generally	awkward	to	read.	Various	photographic	facsimiles	of	Butterley’s	autograph	score	also	exist,	but	their	poor	quality	largely	makes	them	unsuitable	for	performance.	Taking	into	account	the	physical	condition	of	the	work,	it	is	unsurprising	to	note	that	there	has	been	a	gap	of	over	twenty-seven	years	before	
Pentad’s	most	recent	performance	in	2016,	which	was	a	result	of	this	study.15			
																																																								11	Dulcie	Holland’s	Stanmore	Road	March	survives	as	a	piano	score	sketch	at	the	National	Library	of	Australia.		12	Only	one	score	for	William	Lovelock’s	three	recorded	works	for	wind	band	is	locatable.	13	For	example,	Robert	Hughes’	Flourish:	for	the	86th	Birthday	of	Igor	Stravinsky	is	approximately	50	seconds	in	duration.	14	Nigel	Butterley,	Pentad	(Sydney:	J.	Albert	&	Son,	c1969).	15	See	“Australian	Stories,”	Australian	Music	Centre,	accessed	July	21,	2016,	http://www.australianmusiccentre.com.au/event/australian-stories	
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Given	the	continued	progress	of	the	wind	band	movement	in	Australia,16	and	an	interest	in	encouraging	new	wind	band	compositions	by	local	composers,17	the	revelation	that	Butterley	–	one	of	Australia’s	most	significant	composers	–	has	composed	a	serious	work	for	the	medium	should	not	be	ignored.	As	this	thesis	outlines,	the	developments	and	activities	in	the	wind	band	movement	in	Australia	following	the	Second	World	War	were	not	as	dynamic	as	those	in	the	United	States,	and	so	the	investigation	to	why	Butterley	chose	to	write	for	the	medium	at	this	time	is	an	important	consideration	for	Australian	wind	band	heritage.			To	ensure	future	performance,	study	and	assessment	of	the	work,	this	thesis	primarily	documents	the	critical	investigation	of	a	new	edition	of	Pentad.	An	interview	conducted	with	the	composer	has	assisted	in	this	task,	while	also	shedding	light	on	Butterley’s	motivations	and	influences	behind	Pentad’s	composition,	and	his	consciousness	of	the	wind	band	medium	at	the	time.	Pentad’s	connections	to	the	stylistic	developments	in	the	wind	band	movement	are	also	examined,	along	with	its	classification	within	the	greater	wind	band	repertory.		 	
																																																								16	For	instance,	the	Sydney	Conservatorium	recently	established	a	postgraduate	wind	conducting	program.	See	The	University	of	Sydney,	"International	Wind	Conductor	Dr	John	Lynch	Appointed,"	accessed	December	15,	2015,	http://music.sydney.edu.au/international-wind-conductor-dr-john-lynch-appointed/		17	The	inaugural	ABODA	NSW	and	World	Projects	South	Pacific	Australian	Wind	Symphony	Composition	Competition	was	held	at	the	Australian	International	Music	Festival	in	2017.	See	World	Projects,	“Australian	Wind	Band	Composition	Competition,”	accessed	May	1,	2016,	http://www.worldprojects.com.au/wbcc.htm;	ABODA	NSW,	“ABODA	NSW	and	World	Projects	South	Pacific	proudly	present	the	inaugural	Australian	Wind	Symphony	Composition	Competition,”	Facebook,	February	11,	2016,	https://www.facebook.com/abodansw/posts/10153959755043470	
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2. Literature Review 
2.1 Discussion of Pentad in the literature Compared	to	a	number	of	Butterley’s	other	works	for	large	ensemble,	scholarly	discussion	of	Pentad	is	largely	short	and	concise.	In	1972,	James	Murdoch	provided	a	short	description	of	the	work	amongst	a	largely	biographical	account	of	Butterley’s	career	to	date,18	however	it	is	lacking	in	detail.	A	closer	examination	of	Pentad	was	completed	in	1975	by	David	Swale,19	who	outlined	the	structure	and	trajectory	of	the	five	motives	that	constitute	the	work.	Although	Swale’s	chapter	provides	more	details	on	Butterley’s	developments	and	compositional	approach	than	Murdoch’s,	Pentad’s	evaluation	and	its	relationship	to	Butterley’s	other	works	is	relatively	unexplored.			
Pentad	was	not	assessed	again	until	2005	when	David	Howard	Jones	undertook	the	first	critique	of	Butterley’s	compositional	output	from	his	first	works	until	2001.20	Through	interviews	held	with	the	composer,	Jones	provides	interesting	insights	into	the	background	of	Pentad,	though	details	concerning	Butterley’s	choice	of	instrumentation	and	his	knowledge	of	wind	band	music	are	largely	un-investigated.	An	analysis	of	the	work	follows,	however	it	is	more	structural	and	narrative	than	detailed	and	exhaustive.	A	more	comprehensive	analysis	of	Butterley’s	works	was	completed	by	Elliot	Gyger	in	2015.21	Gyger	closely	examines	Pentad	by	charting	its	form	and	analysing	the	specific	construction	of	its	five	motives.	Similarities	to	Stravinsky’s	Symphonies	of	Wind	
Instruments	are	identified,	though	Butterley’s	consciousness	of	this	connection	is	not	addressed	by	Gyger.	Butterley’s	overall	compositional	development,	and	the	changes	in	his	manner	and	approach	are	also	succinctly	provided	in	an	introduction	to	the	study.																																																											18	James	Murdoch,	Australia's	Contemporary	Composers	(Melbourne:	Sun	Books,	1975),	51-55.		19	David	Swale,	“Nigel	Butterley”	in	Australian	Composition	in	the	Twentieth	Century,	ed.	Frank	Callaway	and	David	Tunley	(Melbourne:	Oxford	University	Press,	1978),	207.		20	David	Howard	Jones,	“The	Music	of	Nigel	Butterley”	ed.	Michael	Ewans	(Unpublished	Ph.D.	thesis,	The	University	of	Newcastle,	2005).		21	Elliot	Gyger,	The	Music	of	Nigel	Butterley	(Malaysia:	Wildbird	Music,	2015).		
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Pentad	is,	however,	absent	from	a	study	regarding	Australian	composition	in	the	1960s	by	Clive	O’Connell.22	Arguing	that	the	decade	was	a	‘fulcrum’	to	the	stylistic	change	in	Australian	music	that	was	to	occur	in	the	twentieth	century,	O’Connell	examines	six	important	composers	from	this	period,	including	Butterley.	A	few	of	Butterley’s	works	and	their	background	are	discussed,	and	an	exploration	of	his	influences	and	interactions	with	other	composers,	conductors,	performers	and	artists	is	traced.	One	work	examined	by	O’Connell	is	Butterley’s	Explorations	for	Piano	and	Orchestra	(1970),	which	he	describes	as	abstract	and	intellectual	in	character,	citing	it	as	representative	of	an	obvious	change	from	“the	lyrical	expansiveness	of	his	other	major	productions	during	the	1960s.”23	Given	that	Pentad	also	notably	mirrors	O’Connell’s	stylistic	description	of	Explorations,	and	was	composed	two	years	earlier,	its	omission	here	is	perhaps	indicative	of	a	lack	of	awareness	of	the	work	by	the	broader	Australian	musical	community.			Even	amongst	the	literature	specifically	on	wind	band	repertoire,	Pentad	is	barely	addressed,	evidenced	by	its	absence	from	a	number	of	catalogues	of	wind	band	compositions.	Two	catalogues	to	appear	in	the	1980s	by	American	publishers24	fail	to	include	Pentad,	despite	its	US	premiere	in	Chicago	in	1978.25	Pentad	is	also	absent	from	the	recent	compendium	of	Australian	works	for	wind	band	by	Burch-Pesses.26	Detailing	nearly	forty	composers	and	one-hundred	and	six	of	their	works,	Burch-Pesses	has																																																									22	Clive	O’Connell,	“Musical	Composition	in	Australia	in	the	Period	1960-1970:	Individual	Triumph	or	Historical	Inevitability?”	(MMus	thesis,	The	University	of	Melbourne,	2000).	23	O’Connell,	“Musical	Composition	in	Australia,”	122.		24	See	Band	Music	Guide:	Alphabetical	Listing	of	Titles	and	Composers	of	All	Band	Music,	Vol.	1,	(Evanston:	Instrumentalist	Co,	1982);	David	Wallace,	and	Eugene	Corporon,	Wind	
Ensemble,	Band	Repertoire	(Greeley:	University	of	Northern	Colorado,	School	of	Music,	1984).	25	Pentad	was	performed	by	the	Northwestern	University	Symphonic	Wind	Ensemble	on	the	4th	of	February,	1978,	conducted	by	Nigel	Butterley	himself.	Details	of	this	concert	are	discussed	in	chapter	6.1.	26	Burch-Pesses,	The	Band	Down	Under.	
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contributed	towards	the	recognition	of	Australian	composers	who	have	written	for	the	wind	band.	Yet,	conceding	that	his	survey	cannot	cover	all	Australian	works	for	band,27	Burch-Pesses	instead	focuses	largely	upon	repertoire	for	high	school	level	ensembles	by	contemporary	composers.	Only	five	compositions	of	grade	six	(professional)	level	are	identified,	the	level	at	which	Pentad	would	be	expected	to	be	included.	As	this	is	the	first	catalogue	of	Australian	wind	band	music	to	appear	in	thirty	years,28	Pentad’s	omission	here	is	disappointing.	However,	given	that	Burch-Pesses’	focus	appears	to	be	upon	more	recent	compositions	of	a	lower	difficulty	than	Pentad,	and	the	physical	state	of	the	score	and	instrumental	parts,	this	is	somewhat	understandable.			Significantly,	Pentad	is	listed	in	a	1993	American	study	by	Jay	Gilbert	who,	by	updating	a	previous	study	by	Eric	Ostling,29	has	presented	conductor	evaluations	of	wind	band	compositions	against	a	measure	of	artistic	quality.	Pentad	was	nominated	by	one	participant	–	conceivably	John	P.	Paynter	who	was	involved	in	the	work’s	only	documented	performance	in	the	US	in	1978	–	and	judged	to	be	80%	in	its	artistic	merit.30	Such	an	encouraging	assessment	of	the	work	is	in	contrast	with	its	absence	in	discussions	of	Australian	wind	band	literature,	and	provides	additional	justification	of	its	further	examination	in	this	thesis.			
2.2 Formal studies into Butterley In	recent	decades,	growing	interest	in	Butterley	has	yielded	a	variety	of	studies	into	his	compositional	output.	A	study	by	Alison	McCubbin	examines	the	stylistic	development	
																																																								27	Burch-Pesses,	The	Band	Down	Under,	18.		28	The	previous	catalogue	of	Australian	wind	band	music	was	published	in	1985	by	the	Australian	Music	Centre.	See	Australian	Music	Centre,	ed.,	“Catalogue	of	Australian	Brass	and	Concert	Band	Music”	(Sydney:	Australian	Music	Centre,	1985).	29	Acton	Eric	Ostling	Jr.,	“An	Evaluation	of	Compositions	for	Wind	Band	According	to	Specific	Criteria	of	Serious	Artistic	Merit”	(Ph.D.	thesis,	The	University	of	Iowa,	1978).	30	Jay	Warren	Gilbert,	"An	Evaluation	of	Compositions	for	Wind	Band	According	to	Specific	Criteria	of	Serious	Artistic	Merit:	A	Replication	and	Update"	(D.M.,	Northwestern	University,	1993),	84.	
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of	Butterley’s	solo	vocal	music,31	a	medium	highly	suited	to	his	expression	of	non-musical	ideas,	and	reflective	of	his	literary	inspirations.	Butterley’s	contributions	to	string	quartet	writing	is	addressed	in	two	studies,32	and	Graeme	Skinner	has	produced	a	comprehensive	analysis	of	his	1991	orchestral	work	From	Sorrowing	Earth,33	including	detail	about	the	background	and	nature	of	the	work.	More	broadly,	Butterley’s	compositional	approach	and	development	has	been	evaluated	by	Jones,	and	notably	Gyger	in	their	studies	mentioned	above.	A	stylistic	overview	has	also	been	conducted	by	Sebastian	Bonaccorso,34	however	both	this	study	and	another	by	Catherine	Flaherty35	upon	the	development	of	Butterley’s	vocal	music	are	currently	unobtainable.			These	studies	attest	to	the	interest	in	evaluating	Butterley's	compositional	style,	and	his	important	contribution	to	the	emergence	of	a	uniquely	Australian	voice	in	western	art	music	from	the	1960s.	Although	Pentad	is	addressed	in	the	above-mentioned	texts,	none	have	examined	the	work	in	its	context	as	a	wind	band	composition.	This	raises	questions	of	Butterley’s	knowledge	of	other	wind	band	works	at	the	time,	both	written	in	Australia	and	abroad,	and	the	considerable	developments	in	the	medium	from	the	mid-twentieth	century.	Similarly,	his	awareness	to	the	connections	between	Pentad	and	Stravinsky’s	seminal	work	Symphonies	of	Wind	Instruments	warrant	investigation.			  
																																																								31	Alison	McCubbin,	"An	Introduction	for	the	Singer	to	the	Solo	Vocal	works	of	Nigel	Butterley	with	Particular	Emphasis	on	his	Works	Between	1976	and	2003"	(Ph.D.	diss.,	Louisiana	State	University,	2004).	32	Natalie	Williams,	“Australian	String	Quartet	Music,	1965-1983:	A	Study	of	Stylistic	Developments”	(B.Mus	(hons.)	Thesis,	University	of	Adelaide,	1998);	Peter	Watters-Cowan,	“Nigel	Butterley’s	String	Quartets:	Compositional	Processes	from	Sketch	to	Score”	(Ph.D.	Thesis,	University	of	New	South	Wales,	2009).			33	Graeme	Skinner,	Nigel	Butterley’s	From	Sorrowing	Earth:	an	Analysis	(Sydney:	Sounds	Australia,	1992).			34	Sebastian	Bonaccorso,	“Nigel	Butterley:	A	Stylistic	Overview”	(BCS	(hons.)	thesis,	The	University	of	Wollongong,	1991).		35	Catherine	Flaherty,	“Nigel	Butterley’s	Vocal	Music.	A	Study	of	Stylistic	Development”	(B.Mus	(Hons.)	Thesis,	University	of	New	England,	1987).	
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3. Background and Context of Pentad’s Composition 
3.1 Australian composition prior to 1960 Australian	composition	underwent	a	rapid	transformation	during	the	1960s.	This	decade	saw	local	composers	embrace	a	contemporary	modernist	aesthetic	in	their	music,	bringing	Australian	composition	in	line	with	the	concurrent	developments	by	European	and	North	American	composers.	Prior	to	this,	Australian	composers	had	largely	framed	their	expression	within	the	musical	traditions	inherited	from	the	British	Empire.36	As	Rhoderick	McNeill	points	out,	there	was	a	significant	number	of	British-born	music	professors	and	conductors	in	Australia37	in	the	early	to	mid-twentieth	century	who	were	active	as	composers.38	Works	by	these	British	expatriates,	along	with	other	locally	born	composers,	were	often	judged	by	commentators	at	the	time	as	being	in	a	style	regarded	as	overly	familiar	and	outdated.39	Such	was	the	general	regard	of	contemporary	Australian	composition	at	the	time	that	Donald	Peart,	the	head	of	the	department	of	music	at	the	University	of	Sydney	from	1947-1974,40	retrospectively	argued	“that	in	1956,	there	was	really	almost	nothing	worth	performing	in	the	way	of	strictly	contemporary	music	in	Australia.”41																																																									36	David	Tunley	“Australian	Composition	in	the	Twentieth	Century:	A	Background”	in	
Australian	Composition	in	the	Twentieth	Century,	ed.	Frank	Callaway	and	David	Tunley	(Melbourne:	Oxford	University	Press,	1978),	1.	37	McNeill	lists	Edgar	Bainton,	Euguene	Goossens,	Fritz	Hart,	Joshua	Ives,	and	George	Marshall-Hall.	38	Rhoderick	McNeill,	"Migrant	symphonies:	the	symphonic	contribution	of	resident	British	composers	to	Australian	musical	life,"	in	Proceedings	of	the	National	Symposium	
on	Migrant	Security	2010	(University	of	Southern	Queensland,	2010):	153-158.	39	Roger	Covell,	Australia’s	Music:	Themes	of	a	New	Society	(Melbourne:	Sun	Books,	1967),	158.	40	Peart	was	also	the	founding	president	of	the	Sydney	branch	of	the	International	Society	for	Contemporary	Music	(ISCM)	in	1956.		41	Donald	Peart	and	Hazel	De	Berg,	Donald	Peart	interviewed	by	Hazel	de	Berg	in	the	
Hazel	de	Berg	collection	[sound	recording]	(August	8,	1969),	accessed	July	14,	2016,	http://nla.gov.au/nla.obj-220873565	
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	The	lack	of	developments	in	Australian	composition	in	the	first	half	of	the	twentieth	century	was	in	contrast	to	the	rise	of	modernism	in	European	and	North	American	music	since	around	1900.	Evolving	into	various	distinct	forms	in	the	early	twentieth-century,	modernism’s	most	significant	manifestation	in	music	was	12-note	serialism,	developed	by	the	Second	Viennese	School.	As	Murdoch	notes,	serialism	did	not	appear	in	Australian	music	until	the	early	1950s.42	Other	forms	of	modernism	to	appear	included	experimentalism,	aleatoric	music,	and	the	incorporation	of	folk	music	and	traditional	forms	within	a	contemporary	musical	language.	Lacking	the	organisation	of	the	Second	Viennese	School	movement,	the	latter	form	was	associated	with	composers	Igor	Stravinsky,	Béla	Bartók	and	to	a	lesser	degree,	Paul	Hindemith.			The	musical	vocabulary	of	Stravinsky,	Bartók	and	Hindemith	would	however	find	its	way	into	the	works	of	a	number	of	Australian	composers	during	the	1940s	and	50s.	Compositions	by	John	Antill,	Clive	Douglas,	Dorian	Le	Galliene,	Raymond	Hanson,	Trevor	Jones,	and	Margaret	Sutherland	have	been	noted	to	form	a	bridge	between	the	conservatism	of	early	twentieth	century	Australian	composition	and	the	widespread,	up-to-date	adoption	of	modernist	techniques	that	was	to	occur	from	the	1960s.	Although	a	number	of	these	composers	were	initially	recognised	and	critically	supported,	McNeill	points	out	that	by	the	1960s	they	were	“seen	as	derivative	and	old-fashioned.”43	Yet,	three	works	from	this	period	are	today	noted	as	successful	examples	of	early	Australian	modernism;	John	Antill’s	ballet	Corroborree	(1946),	and	Raymond	Hanson’s	Piano	Sonata	(1938-40,	rev.	1963)	and	Trumpet	Concerto	(1947).		
Corroboree	was	soon	labelled	by	commentators	as	Australia’s	delayed	answer	to	the	primitivism	and	dissonance	of	Stravinsky’s	influential	Le	Sacre	du	Printemps	(1913).44	Yet	remarkably,	Antill	claimed	to	have	not	heard	the	work	before	composing	his	
																																																								42	Murdoch,	Australia's	Contemporary	Composers,	xii.	43	McNeill,	"Migrant	symphonies,”	153.	44	Fred	Blanks,	“John	Antill	and	his	Corroboree”	(The	Sydney	Morning	Herald,	6	April,	1984).	
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ballet.45	Corroborree	also	marked	a	change	from	Antill’s	earlier	conservative	and	accessible	style	of	composition;	as	David	Symons	argues,	his	later	works	followed	the	neo-classicist	and	“neo-tonal”	language	that	was	shared	by	other	progressive	Australian	composers	at	the	time,	although	never	as	aggressively	as	it	was	in	Corroborree.46	Hanson,	on	the	other	hand,	was	strongly	influenced	by	Hindemith’s	theories	on	harmony	and	composition,	yet	Murdoch	claimed	that	most	of	his	music	was	considered	to	be	too	progressive	for	Australian	tastes	at	the	time.47	Recent	studies,	however,	suggest	that	both	Hanson	and	his	music	instead	suffered	unfairly	from	discrimination	by	critics	and	the	musical	establishment	from	the	1950s	onward.	Hanson’s	artistic	and	social	beliefs	led	him	to	become	involved	in	trade	union	concerts48	and	the	Australian	Culture	Defence	Movement,	which	was	erroneously	branded	as	a	‘communist	front’	by	then	Prime	Minister	Robert	Menzies.49	Such	an	association	during	the	cold	war	appears	to	have	been	responsible	for	the	decline	in	his	career,	which	as	Sandra	Ridgewell	points	out,	“had	begun	in	the	early	1940s	in	a	blaze	of	glory	and	critical	acclaim	only	to	inexplicably	peter	out.”50	Recent	reconsideration	of	Hanson’s	music	has	reaffirmed	its	significance	and	quality,	most	notably	in	a	day-long	symposium	held	by	the	Sydney	Conservatorium	in	2013,	honouring	the	100th	year	of	his	birth.51		
																																																								45	Patricia	Brown,	“John	Antill”	in	Australian	Composition	in	the	Twentieth	Century,	ed.	Frank	Callaway	and	David	Tunley	(Melbourne:	Oxford	University	Press,	1978),	44.	46	David	Symons,	“Corroboree	and	After:	John	Antill	as	a	‘One-work	Composer’?,”	
Musicology	Australia	34,	no.	1	(2012):	53-80.	47	Murdoch,	Australia’s	Contemporary	Composers,	113.		48	Joanna	Drimatis,	“Raymond	Hanson:	One	Man	and	His	Music,”	Limelight,	November	14,	2013,	accessed	October	8,	2016,	http://www.limelightmagazine.com.au/Article/364209,raymond-hanson-one-man-and-his-music.aspx		49	Sandra	Ridgewell,	"Music	in	The	Service	of	the	State	and	the	Politics	of	Style:	Making	a	Music	Culture	in	Australia"	(Ph.D.	thesis,	Sydney	University	of	Technology,	2008),	292.	50	Ridgewell,	"Music	in	the	Service	of	the	State,”	x.		51	Australian	Music	Centre,	“Raymond	Hanson	Centenary	Symposium	and	Concert,”	accessed	15	August,	2017,		
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3.2 Australian composition in the 1960s: a period of stylistic transition Although	a	number	of	Australian	composers	including	Antill	and	Hanson	had	stylistically	departed	from	the	prior	conservative	disposition	of	Australian	music,	their	music	had	little	influence	upon	the	succeeding	generation.	Rather,	the	uptake	of	post-1945	modernist	practices	by	this	generation	has	been	assessed	by	O’Connell	to	be	result	of	a	combination	of	factors:	a	reaction	to	the	reluctance	of	more	established	composers	to	fully	embrace	serialism,	atonality,	chance	music	and	the	avant-garde;	the	presence	of	young	talented	composers	who	were	eager	to	do	so;	the	determination	of	influential	conductors,	administrators,	critics	and	academics	who	supported	them;	and	the	accessibility	of	international	contemporary	compositions	through	recordings	and	local	performance.52			With	the	notable	exception	of	Hanson,	Australian	composers	also	found	new	levels	of	support	through	the	development	and	promotion	of	their	work.	The	legislated	requirement	of	the	Australian	Broadcasting	Commission	(ABC)	to	reserve	5	percent	of	its	broadcasts	for	‘local	content,’	and	the	ABC’s	subscription	and	youth	concert	programs	ensured	performances	of	contemporary	Australian	music	were	both	held	and	heard.	The	establishment	of	a	number	of	foundations,	both	private	and	government	funded,	also	yielded	a	large	number	of	commissioned	works.	David	Tunley	records	eighty-six	major	commissions	during	the	decade	from	organisations	including	Australian	schools,	universities	and	societies,	the	ABC,	Musica	Viva,	the	Australasian	Performing	Right	Association	(APRA),	city	councils	and	the	Australian	Opera.53		Such	developments	not	only	resulted	in	an	increased	number	of	works	being	composed,	but	also	a	new	level	of	sophistication	and	maturity	of	composition.	Indeed,	rather	than	merely	imitating	current	modernist	idioms,	the	new	generation	of	composers	embraced	these	techniques	and	practices	by	self-fashioning	them	into	their	own	highly	original																																																																																																																																																																													http://www.australianmusiccentre.com.au/event/raymond-hanson-centenary-symposium-and-concert		52	O’Connell,	“Musical	Composition	in	Australia,”	127-134.		53	David	Tunley,	“A	Decade	of	Musical	Composition	in	Australia:	1960-1970,”	Studies	in	
Music	5	(1971):	70-71.	
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works.54	As	Adrian	Thomas	points	out,	they	would	receive	notable	encouragement	from	local	commentators	and	critics,	particularly	those	based	in	Sydney,	who	reviewed	their	compositions	with	‘a	significant	level	of	support.’55	The	interest	and	high	evaluation	of	contemporary	music	saw	the	presentation	of	new	works	by	fourteen	Australian	composers	across	three	concerts	by	the	International	Society	for	Contemporary	Music	(ISCM)	at	the	1964	Adelaide	Biennale	Festival	of	Arts.56	Similarly,	Australian	music	was	also	increasingly	heard	abroad	through	entries	into	international	composition	broadcast	panels	and	competitions,	and	international	tours	by	Australian	performing	arts	organisations.57	With	such	developments,	Murdoch	declared	in	1971	that	“Australian	music	has	now	ended	a	journey	towards	internationalism	and	has	come	of	age	musically.”58		
3.3 Butterley’s compositions from the 1960s Along	with	contemporaries	Peter	Sculthorpe	and	Richard	Meale,	Butterley	is	regarded	as	one	of	Australia’s	most	significant	composers	of	the	twentieth-century.	However,	his	overall	stylistic	approach	has	often	been	considered	difficult	to	categorise	and	define	in	comparison	to	his	peers.	Kerry	Gordon	has	linked	Butterley	stylistically	to	the	British	humanitarian	tradition	of	Ralph	Vaughan	Williams,	Benjamin	Britten	and	Michael	Tippett,59	and	Butterley	has	himself	acknowledged	English	music,	including	Vaughan	Williams,	as	an	early	influence.60	While	he	studied	privately	with	Hanson	in	1957,	Hanson’s	advocacy	for	the	principles	found	in	Hindemith’s	texts	on	harmony	and	theory	failed	to	have	an	significant	impact	Butterley,	and	it	was	not	until	the	early	1960s	that	
																																																								54	Covell,	Australia’s	Music,	269.		55	Adrian	Thomas,	“Australian	Composition	in	the	1960s	and	'70s:	The	Critic	as	Patron,”	in	Sounds	Australian:	Journal	of	the	Australian	Music	Centre	55	(2000):	8-9.	56	Peart	and	De	Berg,	Donald	Peart	interviewed.			57	An	overseas	tour	by	the	Sydney	Symphony	Orchestra	in	1965	is	one	example.		58	Murdoch,	Australia's	Contemporary	Composers,	xii.		59	Kerry	Gordon,	New	Classical	Music:	Composing	Australia	(Sydney:	UNSW	Press,	2009),	189.	60	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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his	music	began	to	become	more	progressive	than	the	status	quo.	Completed	on	his	return	from	studying	in	London	with	South-African	born	composer	Priaulx	Rainier,	
Laudes	(1963)	became	his	first	work	to	incorporate	serial	technique.			From	the	1960s	onwards,	Butterley’s	music	has	been	regularly	cited	as	integral	to	the	adoption	of	contemporary	modernism	in	Australian	music,61	and	he	came	into	international	attention	in	1966	after	winning	the	Prix	Italia	for	his	radiophonic	composition	In	the	Head	the	Fire.	Having	recently	assessed	Butterley’s	output	into	three	distinct	periods,	Gyger	dates	his	middle	period	from	1964	to	1975,	describing	it	as	“an	invigorating	exploration	of	modernist	possibilities.”62	Towards	the	end	of	the	decade	Butterley’s	compositions	were	noted	for	their	abstract	nature,63	though	as	Andrew	Ford	states,	his	music	has	never	been	regarded	as	“aggressively	modern.”64	Indeed,	Butterley	has	retrospectively	described	himself	as	“an	old-fashioned	modernist,”65	and	admits	that	he	found	the	strict	adherence	to	serialism	to	be	rather	arid.66As	Gyger	points	out,	Butterley	would	utilise	the	principles	of	serialism	as	a	starting	point,67	and	works	from	this	period	feature	polyphonic	and	heterophonic	textures	often	derived	from	the	technique.			
Pentad,	composed	in	1968,	undoubtedly	embodies	these	elements.	Consisting	of	five	motives	that	are	each	repeated	five	times,	Pentad	is	a	notably	abstract	work	amongst	Butterley’s	output,	both	in	its	non-representation	of	extra-musical	ideas,	and	its	overall	form.	Indeed,	its	rationalised	structure	and	the	subsequent	execution	of	each	motivic																																																									61	Martin	Buzacott,	"Commission	Impossible,"	Limelight,	June,	2006:	20.	62	Gyger,	The	Music	of	Nigel	Butterley,	1.	63	Michael	Barkl,	"Butterley,	Nigel,"	Grove	Music	Online.	Oxford	Music	Online,	Oxford	University	Press,	accessed	May	1,	2016.		http://www.oxfordmusiconline.com/subscriber/article/grove/music/04465.	64	Andrew	Ford,	Composer	to	Composer:	Conversations	About	Contemporary	Music	(St	Leonards,	NSW:	Allen	&	Unwin,	1993),	165.	65	Laurie	Strachan,	“Beyond	60,”	The	Weekend	Australian,	June	3,	1995.		66	Ford,	Composer	to	Composer,	166.	67	Gyger,	The	Music	of	Nigel	Butterley,	2-3.		
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idea	reflects	the	sober	nuance	and	intellectualism	of	the	abstract	aesthetic	of	the	time.		Two	motives	in	particular	are	also	rooted	in	the	techniques	of	serialism,	using	the	ordered	repetition	of	select	pitches	as	the	basis	for	alterations	such	as	retrograde,	truncation,	transpositions,	and	re-arrangement.	These	are	elaborated	upon,	where	applicable,	in	the	discussion	regarding	the	critical	investigation	of	the	new	edition	in	chapter	5.3.				
3.4 Wind band music in the 1960s: the avant-garde While	Australian	music	underwent	an	embrace	of	modernism	in	the	1960s,	a	new	style	and	approach	in	composition	began	to	the	emerge	in	the	wind	band	repertoire.	Described	as	avant-garde,	conductor	Larry	Livingston	asserted	that	these	works	had	stylistically	expanded	beyond	the	traditional	idiom	that	had	long	been	accustomed	in	wind	band	music.68	Although	Battisti	has	reflected	that	the	avant-garde	idiom	was	delayed	in	reaching	the	wind	band	repertoire	by	over	a	decade,69	preceding	events	in	the	medium	likely	encouraged	its	introduction	earlier	than	might	otherwise	have	been	the	case.			In	1952,	the	establishment	of	the	Eastman	Wind	Ensemble	(EWE)	by	conductor	Frederick	Fennell	fundamentally	altered	established	perceptions	and	regard	for	the	wind	band	as	a	valid	artistic	medium.	Contacting	approximately	four	hundred	international	composers	in	1953,	Fennell	informed	them	of	his	concept	and	the	flexible	instrumentation	of	the	wind	ensemble.70	By	the	mid-1960s	this	undoubtedly	encouraged	a	number	of	significant	composers	who	were	to	write	for	the	medium	for	the	first	time.71	Five	years	after	Fennell,	conductor	Robert	Boudreau	established	the	American	Wind	Symphony	Orchestra	(AWSO),	along	with	an	ambitious	commissioning																																																										68	Larry	Livingston,	"Band	Music:	A	New	Horizon,"	The	Instrumentalist	28	(May	1974):	82.	69	Battisti,	The	Winds	of	Change,	81.		70	Frederick	Fennell,	“The	Wind	Ensemble,”	American	Music	Teacher	2,	no.	4	(March	1953):	12.		71	Battisti,	The	Winds	of	Change,	76.		
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			project.	By	1972,	this	had	generated	over	two	hundred	works	for	the	ensemble’s	distinct	instrumentation	for	orchestral	wind	instruments	with	percussion,	keyboards,	harp	and	string	bass.72		Given	the	seriousness	of	the	philosophies	behind	both	ensembles	in	comparison	to	the	populist	appeal	of	marching	bands	and	the	wind	band	tradition	of	John	Phillip	Sousa,	the	emergence	of	the	avant-garde	in	the	repertoire	following	their	establishments	seems	to	have	been	an	inevitable	occurrence.	The	following	table	lists	important	avant-
garde	works	that	were	composed	during	the	decade.	Apart	from	the	two	works	by	Messiaen	and	one	by	Bielawa,	all	others	were	commissioned	by	wind	bands	or	wind	band	organisations,	including	two	by	the	American	College	Band	Director’s	National	Association	(CBDNA),	and	two	by	the	AWSO.	Spectrum,	a	serial	work	which	incorporated	electronic	sounds,	was	written	for	the	Memorial	High	School	band	in	Houston,	Texas	under	a	grant	from	the	Ford	Foundation.73	Messiaen	determined	the	instrumentation	of	Et	exspecto	resurrectionem	mortuorum	himself,	while	Couleurs	de	la	
Cité	Céleste	was	in	part	influenced	by	Heinrich	Strobel,74	whose	commission	of	the	work	stipulated	the	use	of	three	trombones	and	three	xylophones.75							
																																																								72	Battisti,	89.	73	Herbert	Bielawa,	“Spectrum,”	Journal	of	Band	Research	4,	no.	1	(Fall,	1967):	12.	74	Strobel	was	an	active	promoter	of	contemporary	music	and	was	appointed	chairman	of	the	ISCM	in	1956.		75	Brian	K.	Shepard,	“The	Symbolic	Elements	in	Messiaen’s	Work	for	Wind	Ensemble,	‘Couleurs	de	la	Cité,’”	Journal	of	Band	Research	18,	no.	1	(Fall,	1982):	52.		
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Table	1.	Important	Avant-Garde	Compositions	for	the	Wind	Band	during		
the	1960s	Morton	Gould	 	 Prisms	(1963)	Olivier	Messiaen	 	 Couleurs	de	la	Cité	Céleste	(1963)	Olivier	Messiaen	 	 Et	exspecto	resurrectionem	mortuorum	(1964)	George	Rochberg	 	 Apocalyptica	(1964)	Aaron	Copland		 	 Emblems	(1964)	Herbert	Bielawa	 	 Spectrum	(1966)	Krzysztof	Penderecki		 Pittsburgh	Overture	(1967)	 	Luboš	Fišer	 	 														Report	(1971)		While	Emblems	is	not	an	avant-garde	work	in	the	strictest	sense	of	the	word,	I	have	included	it	here	as	it	lies	beyond	what	was	aesthetically	associated	with	traditional	wind	band	music	at	the	time	of	its	composition.	Despite	its	acknowledgement	today	as	notable	work	in	Copland’s	output,	its	premiere	at	the	CBDNA’s	national	convention	in	1964	was	received	coolly	by	the	very	band	directors	who	commissioned	it.76	Copland	later	stated	that	he	“purposely	avoided”	the	use	of	serialism	in	Emblems,	yet	recognised	that	it	“was	at	first	considered	dissonant	and	angular”	following	its	premiere.77		The	importance	of	embracing	the	avant-garde	was	argued	by	Livingston,	who	in	1974	anticipated	its	potential	in	closing	the	‘artistic	gap’	between	wind	band	music	and	western	art	music	in	general.78	This	sentiment	was	also	shared	by	conductor	Robert	Vagner,	who	viewed	the	experimental	qualities	of	the	idiom	as	essential	in	progressing	the	instrumentation	of	the	wind	band,	and	therefore	garnering	acceptance	of	the	medium	from	all	composers.79	Battisti	would	later	observe	that	“with	the	inclusion	of																																																									76	David	Whitwell,	“The	Enigma	of	Copland’s	Emblems,”	Journal	of	Band	Research	7,	no.	2	(Spring,	1971):	5.	77	Quoted	in	Aaron	Copland	and	Vivian	Perlis,	Copland.	Since	1943	(New	York:	St.	Martin’s	Press,	1989),	344.	78	Livingston,	"Band	Music,"	82-87.	79	Robert	Vagner,	"Avant-Garde	Band	Literature"	in	The	College	and	University	Band:	An	
Anthology	of	Papers	from	the	Conferences	of	the	College	Band	Directors	National	
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music	in	avant-garde	styles,	wind	bands/ensembles	and	their	literature	became	more	viable	participants	in	the	contemporary	music	world.”80	Regrettably,	much	of	the	avant-
garde	repertoire	to	emerge	during	the	decade	never	received	multiple	performances,	and	as	result,	has	left	little	influence	upon	the	future	development	of	wind	band	music.81		
3.5 The wind band in Australia, post 1945 It	is	difficult	to	form	an	accurate	assessment	of	the	activities	of	wind	bands	in	Australia	from	1945	as	little	research	has	been	conducted.	Martin	Hardy’s	thesis	represents	the	only	broad	study	on	the	topic	to	date,	which	examines	the	development	of	the	wind	band	in	Australian	from	the	colonial	period	until	the	late	twentieth	century.82	Recounting	the	wind	band	programs	in	New	South	Wales	(NSW)	schools	from	1945,	he	notes	their	evolution	from	brass	band	models.	Other	states	and	territories	are	not	discussed,	although	the	existence	of	equivalent	wind	band	programs	is	suggested.83	Hardy	also	highlights	some	activities	of	the	Australian	Broadcasting	Commission	National	Military	Band	(ABCNMB),	which	was	formed	in	1934.	The	band	did	much	to	stimulate	interest	and	promotion	of	the	wind	band	in	Australia	until	its	cessation	in	1951,	although	its	repertoire	appears	to	have	largely	consisted	of	transcriptions.84		The	post	second	world	war	period	also	saw	the	establishment	of	the	Australian	Army	School	of	Music	in	1953	(later	the	Australian	Defence	Forces	School	of	Music),	and	the	Australian	Army	Band	Corps	in	1968,	yet	the	impact	of	these	bands	upon	the	musical	community	has	not	been	investigated.	Indeed,	the	absence	of	further	knowledge	regarding	the	wind	band	outside	NSW	schools	in	Australia	and	the	ABCNMB	in	the	immediate	years	following	1945	may	suggest	a	lack	of	significance	in	their	activities	and	
																																																																																																																																																																												
Association,	1941-1975,	ed.	David	Whitwell	and	Acton	Eric	Ostling	Jr.	(USA:	Music	Educators	National	Conference,	1977),	56.	80	Battisti,	The	Winds	of	Change,	85.	81	Battisti,	84.	82	Hardy,	“The	Development	of	the	Australian	Wind	Band.”	83	Hardy,	39-40.		84	Hardy,	26.		
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impact	upon	the	broader	Australian	musical	community.	As	Daniel	Doyle	has	observed,	the	wind	band	movement	in	Australia	was	void	of	a	national	organisation	and	outlook	until	the	establishment	of	the	Australian	Band	and	Orchestra	Directors	Association	in	1985,	and	the	Australian	Winds	in	1990.85	Prior	to	this,	relatively	few	Australian	composers	undertook	writing	for	the	wind	band.		Surprisingly,	for	the	period	1945-1970,	I	have	only	been	able	to	identify	twelve	compositions	written	specifically	for	the	wind	band	by	Australian	composers,	as	listed	in	Table	2.86	Although	Kenny,	Holland,	Hughes,	and	Butterley	only	wrote	one	composition	solely	for	the	wind	band	in	their	lifetime,	Lovelock,	Paviour,	and	Penberthy	would	each	write	at	least	one	other	work	after	1970.87	Remarkably,	Penberthy	appears	to	have	been	a	major	contributor	for	the	wind	band	from	this	period,	writing	four	works	for	the	medium,	two	of	which	are	for	ensembles	similar	in	instrumentation	to	Pentad.88	The	two	compositions	listed	by	Bruce	Smeaton	appear	to	be	a	result	of	his	employment	with	the	Royal	Australian	Air	Force	Central	Band	from	1957-1963.	Following	1970,	catalogues	of	Australian	wind	band	music	chart	a	gradual	increase	in	the	volume	of	works	written.																																																												85	Daniel	Whitfield	Doyle,	"The	Origin	and	Development	of	the	Australian	Winds"	(Ph.D.	diss.,	University	of	Illinois	at	Urbana-Champaign,	1997),	9-10.		86	This	table	only	includes	original	compositions	for	wind	band	by	local	composers,	excluding	works	composed	during	this	period	that	would	later	be	transcribed	or	arranged	for	the	medium,	and	works	by	composers	who	were	yet	to	immigrate	to	Australia.	Percy	Grainger’s	Marching	Song	of	Democracy,	although	set	for	wind	band	in	1948,	is	also	omitted	as	it	was	originally	composed	in	1918.		87	Penberthy,	Nonet:	for	wind	nonet	(1991);	Lovelock,	HMAS	Stilling,	op.	138	(1973),	
Suite	for	Wind	and	Percussion	(1973);	Paviour	would	continue	to	write	many	works	for	wind	band.	Early	compositions	include	Music	for	Celebration	I	(1973),	and	Quantum	
Madrigal,	op.	121	(1978).		 	88	These	two	works	are,	Happening	1970,	op.	118	and	Variations	on	a	Russian	Theme,	op.	70.		
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Table	2.	Australian	Compositions	for	Wind	Band,	1945	–	1970	James	Penberthy	 The	Swamp:	Suite	for	Thirteen	Wind	Instruments	(1955)	James	Penberthy	 Variation	on	a	Russian	Tune,	op.	70	(1960)	Bruce	Smeaton	 Four	Curious	Dances,	commissioned	by	the	RAAF	(1962)	James	Penberthy	 Closing	Hymn	1962	Commonwealth	Games,	op.	83	for	Choir	and	Military	Band	(1962)	Bruce	Smeaton	 Suite	for	Military	Band,	commissioned	by	the	RAAF	(1963)	Michael	Kenny		 A	Symphonic	Study	for	Concert	Band	(1965)	William	Lovelock	 Australiana	for	Military	Band	(1966).	Dulcie	Holland	 Stanmore	Road	March,	commissioned	by	Newington	College	Band	(1966).	Robert	Hughes		 Flourish:	for	the	86th	Birthday	of	Igor	Stravinsky	(1968).	Nigel	Butterley		 Pentad,	commissioned	by	the	University	of	Sydney	(1968).	James	Penberthy	 Happening	1970,	op.	118	(1969)	Paul	Paviour89	 Together	they	won,	op.	31	no.	2	(1970)		The	lack	of	interest	by	Australian	composers	for	the	wind	band	during	this	period	was	in	stark	contrast	to	the	large	number	of	composers	abroad,	particularly	in	America,	who	were	to	take	up	writing	for	the	medium	for	the	first	time.90	Indeed,	the	activities	and	developments	in	the	US,	spurred	on	by	individuals	and	organisations	including	the	EWE	and	AWSO,	did	much	to	advance	the	wind	band	as	a	valid	artistic	medium,	and	resulted	in	a	number	of	significant	works	being	composed.	By	contrast,	none	of	the	listed	works	by	Australian	composers	have	entered	into	the	mainstream	wind	band	repertoire,	or	even	appear	to	be	known	by	the	Australian	wind	band	community	today.	As	Butterley	composed	Pentad	in	this	context,	this	raises	questions	of	his	knowledge	and	perception	of	the	medium	at	the	time,	both	in	Australian	and	abroad.		  
																																																								89	Although	Paviour	had	prior	composed	a	number	of	works	for	wind	band,	he	did	not	immigrate	to	Australia	until	1970.		90	Battisti,	The	Winds	of	Change,	65.	
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4. Methodologies  
4.1 Critical editing The	creation	of	this	new	edition	of	Pentad	was	predominately	guided	by	James	Grier’s	authoritative	text	on	the	history,	method	and	practice	of	critical	editing.91	Grier	has	concisely	encapsulated	the	task	and	method	of	critical	editing	as	“to	establish	and	present	a	text	that	fully	represents	the	editor’s	conception	of	the	work,	as	determined	by	a	critical	examination	of	the	work,	its	sources,	historical	context	and	style.”92	Whilst	I	largely	followed	the	stages	of	the	editorial	process	outlined	by	Grier,	their	sequence	and	procedure	was	adapted	to	the	context	and	circumstances	encountered	in	my	study.	Grier	has	advised	that	this	may	well	be	the	case,	stating	that	“editors	will	inevitably	develop	their	own	methods	with	each	new	edition.”93	Perhaps	of	more	importance	to	my	study	were	Grier’s	principles	guiding	the	manner	and	approach	of	an	editor	as	discussed	throughout	his	text.	Where	applicable,	these	points	are	included	in	this	and	the	following	chapter.		
	
Establishing the sources of Pentad Grier	breaks	down	the	task	of	editing	into	three	stages;	“gathering	the	evidence,	classifying	the	sources,	and	evaluating	the	readings.”94	Gathering	the	evidence	consists	of	four	steps,	beginning	with	the	location	of	materials.	As	Butterley’s	career	has	been	based	in	Australia,	a	search	of	scores,	manuscripts,	and	records	relating	to	Pentad	was	first	undertaken	through	major	Australian	libraries,	archives	and	repositories.	Research	into	the	locations	where	Pentad	had	been	documented	as	having	been	performed	would	also	likely	be	significant,	and	so	the	libraries	of	relevant	institutions	were	also	examined.			
																																																								91	James	Grier,	The	Critical	Editing	of	Music:	History,	Method,	and	Practice	(Cambridge;	New	York,	USA:	Cambridge	University	Press,	1996).	92	Grier,	The	Critical	Editing	of	Music,	37.		93	Grier,	7.	94	Grier,	49.	
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Grier	states	that	“after	identifying	and	locating	the	sources	of	the	text,	the	editor	might	wonder	which	ones	deserve	close	consideration.”95	Given	the	diverse	location	of	scores	and	manuscripts	of	Pentad	around	Australia,	the	sources	that	could	best	contribute	distinct	interpretations	of	the	musical	text	were	determined.	Three	scores	were	identified	as	such,	and	then	inspected	and	described,	firstly	by	recording	their	details	as	outlined	in	Grier’s	appendix	on	source	description.96	The	seven	points	of	reference	of	each	source	are	as	follows97	–			
Table	3.	Identification	Table	1.	 Siglum	for	codex	used	in	edition.	2.	 Location	(city,	town,	place	of	library).	3.	 Present	shelfmark	(and	alternative,	if	there	is	one).	4.	 Brief	statement	of	contents	(detailed	comes	later).	5.	 Date	6.	 Copyist(s).	7.	 Ownership	(all	owners,	contemporary,	modern).	Origin.		
	Grier	continues	this	table	with	a	comprehensive	listing	of	descriptors	of	the	source’s	material	and	content,	however	this	format	was	omitted,	and	instead	a	narrative	description	of	points	relevant	to	this	new	edition	was	documented.			
Transcription and investigation of the musical text Once	each	source	has	been	located,	inspected	and	described,	Grier	specifies	that	they	be	transcribed.	Importantly,	Grier	notes	that	this	step	“is	part	of	the	process	…	that	will	form	the	editor’s	conception	of	the	work	and	its	context.”98	Given	that	all	sources	used	in	my	edition	originated	from	the	composer,	their	evaluation	and	classification	was	first	established.	This	determined	a	principal	source	from	which	a	full	transcription	was	
																																																								95	Grier,	52.		96	Grier,	227-229.	97	As	tabled	in	this	appendix;	see	Grier,	227-228.		98	Grier,	60.		
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taken,	transferring	the	text	into	the	computer	notation	software	Sibelius,	version	7.	This	largely	repetitive	process	assisted	in	forming	a	thorough	analysis	of	the	composition,	which	in	turn,	gave	rise	to	a	large	number	of	editorial	questions	requiring	resolution.	However,	as	Grier	has	warned,	there	is	a	danger	during	this	stage	of	distorting	the	musical	text,	where	the	editor	may	indulge	in	transferring	their	interpretation	of	the	source	material	into	the	new	edition.99	Consequently,	I	separately	noted	all	editorial	queries	that	arose	during	this	task,	and	no	amendments	to	the	text	were	made	at	this	stage.	Care	was	also	given	in	transcribing	the	musical	text	as	closely	as	possible	to	as	it	appeared	in	Butterley’s	manuscript.	This	not	only	concerned	taking	an	accurate	transcription	of	the	text,	but	also	Butterley’s	manner	of	notation,	including	his	idiosyncrasies	of	dynamic,	accidentals,	articulations,	note-stem	direction,	and	note	beaming.			Following	the	transcription,	the	editorial	issues	formed	from	the	musical	analysis	and	others	that	were	more	immediately	apparent	upon	inspection	of	the	principal	source,	were	tabulated	for	enquiry.	The	two	other	sources,	deemed	to	be	secondary	to	forming	my	interpretation	of	the	musical	text,	were	then	compared	to	the	principal.	Differences	not	already	identified	between	the	scores	were	also	recorded	for	investigation.	As	no	bar	numbers	are	present	in	any	sources,	I	have	referenced	each	issue	by	the	bar	and	page	number	as	it	appears	in	the	principal	source.	A	new,	high	resolution	photographic	facsimile	was	taken	of	this	score	and	is	included	as	appendix	C.	While	it	cannot	replace	the	detailed	nuances	found	by	inspecting	this	manuscript	in	person,	it	provides	an	adequate	illustration	of	the	editorial	issues	discussed	in	the	following	chapter.	Where	more	complex	issues	are	presented,	I	have	placed	selected	images	of	this	facsimile	within	the	discussion.	
	
Interpretation and establishment of the new edition Grier	states	that	in	this	stage,	“editors	summon	all	the	knowledge	they	have	accumulated	from	the	study	of	the	sources,	the	repertory	and	its	composer,	as	well	as																																																												99	Grier,	58.	
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their	historical	context	in	order	to	fix	the	text	of	the	edition.”100	Here	I	formed	my	interpretation	of	the	musical	text	through	a	critical	assessment	of	the	composition,	its	three	identified	sources,	and	consultation	with	the	composer.	Of	primary	importance	to	this	process	was	my	analysis	of	Pentad,	which	in	addition	to	raising	editorial	questions,	largely	informed	their	solution.	The	comparison	of	the	principal	source	to	the	secondary	sources	not	only	established	questionable	variants,	but	also	assisted	in	determining	and	supporting	the	findings	made	from	the	analysis.	An	examination	of	Butterley’s	other	works	from	this	period	was	also	enlightening	in	understanding	the	nature	of	Pentad’s	composition.			A	number	of	issues	concerning	score	layout,	design	and	notational	conventions	were	resolved	by	consulting	authoritative	texts	upon	these	subjects.	Of	primary	reference	was	Mark	McGrain’s	text	on	the	theory	of	musical	notation	and	its	rules	and	application.101	Although	McGrain’s	primary	focus	is	the	notation	of	music	by	hand,	the	conventions	set	out	on	his	book	are	equally	applicable	to	digital	notesetting.	McGrain’s	text	assisted	in	determining	solutions	to	the	application	of	accidentals,	instrument	transposition	and	other	current	notational	conventions,	and	are	elaborated	on	in	the	following	chapter.			Once	completed,	a	copy	of	the	new	edition	and	a	table	of	editorial	changes	were	presented	to	Butterley	for	inspection	and	review.	Issues	that	were	more	complex	were	considered	to	be	best	resolved	through	consultation,	and	therefore	were	discussed	with	Butterley	in	a	formal	interview.	Interestingly,	Butterley’s	responses	at	times	were	not	always	explicit.	Occasionally	he	referred	an	editorial	issue	to	my	judgement,	while	other	cases	required	consideration	on	how	best	to	accommodate	his	response.			
 
Manner of presentation and marking editorial interventions   Once	my	interpretation	of	the	musical	text	was	established,	consideration	was	given	to	its	manner	of	presentation.	Although	having	sought	to	replicate	the	notational																																																									100	Grier,	96.	101	Mark	McGrain,	Music	Notation:	Theory	and	Technique	for	Music	Notation	(Boston,	USA:	Hal	Leonard	Corporation,	1986).		
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characteristics	of	the	principal	source,	the	formation	of	the	musical	text	based	on	the	analytical	study	of	its	sources	precluded	my	edition	being	classed	simply	as	a	printed	replica	of	the	original	notation.	Instead,	my	edition	conformed	to	Grier’s	description	of	a	critical	edition	which	informed	the	style	of	presentation.	As	the	intended	audience	of	my	edition	is	primarily	performers,	editorial	discretion	was	applied	in	presenting	the	notation	with	clarity	and	ease	of	comprehension	for	its	users.	As	Grier	argues,	this	is	“the	first	priority”	of	a	critical	edition.102	However,	this	did	not	immediately	resolve	how	my	editorial	amendments	to	the	musical	text	should	be	presented	in	the	score.			Nicholas	Temperley	has	argued	that	“nothing	printed	in	the	original	source	can	be	obliterated,	except	for	totally	unintelligible	passages	which	are	clarified	in	the	score	and	explained	in	critical	Notes.	Nor	can	anything	be	added	unless	it	is	clearly	shown	to	be	editorial.	If	a	note	is	printed	on	the	wrong	line,	it	is	left	as	it	is,	but	the	correct	note	is	written	on	a	small	section	of	staff	above	or	below	the	printed	staff.”103	Grier,	however	argues	that	the	printing	of	material	that	should	be	deleted	from	the	original	text	–	such	as	incorrect	pitches	–	is	misleading	to	a	performer	and	inserting	editorial	markings	between	square	and	angled	brackets	are	disorientating.104	Given	that	the	primary	motivation	for	producing	a	new	edition	of	Pentad	is	to	provide	an	accurate	and	legible	score	for	performance,	no	editorial	insertions,	markings	or	directions	were	included	in	the	score	the	new	edition.	Instead,	following	Grier’s	advice,105	a	short	commentary	detailing	all	editorial	amendments	to	the	musical	text	has	been	provided	in	a	critical	apparatus	following	the	score.		A	full	copy	of	the	new	edition	is	provided	as	appendix	D.		
																																																								102	Grier,	The	Critical	Editing	of	Music,	156.		103	Nicholas	Temperley,	"On	Editing	Facsimiles	for	Performance,"	Notes,	Second	Series	41,	no.	4	(1985),	684. 104	Grier,	The	Critical	Editing	of	Music,	169.	105	Grier,	150-151.	
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4.2 Interview  The	primary	purpose	of	interviewing	Butterley	was	to	investigate	a	number	of	editorial	issues	that	were	considered	to	be	best	resolved	by	directly	consulting	him.	The	interview	also	gave	an	opportunity	to	enquire	into	Butterley’s	knowledge	of	wind	band	music,	both	in	Australia	and	abroad,	and	to	discover	the	general	background	to	Pentad’s	composition.	Taking	methods	from	Steinar	Kvale’s	text	on	qualitative	research	interviewing,	the	interview	was	planned	in	two	sections.	106			Firstly,	a	list	of	questions	covering	the	editorial	issues	that	were	to	be	resolved	was	prepared.	While	these	were	often	hypothesis-testing	in	design,	care	was	taken	not	to	put	pressure	on	Butterley	in	the	interview	for	a	specific	answer.	Indeed,	in	some	cases	Butterley	asked	for	my	guidance	in	coming	to	a	decision,	or	left	it	open	for	my	consideration.	As	the	second	half	of	the	interview	mostly	concerned	the	exploration	of	broader	topic	areas,	this	followed	the	semi-structured	interview	style	as	outlined	by	Kvale.	Covering	a	number	of	themes,	each	key	area	was	drawn	up,	and	followed	in	the	interview	as	Kvale	advises:	“without	a	predetermined	sequence	and	formulation	of	questions.”107	A	background	to	each	topic	area	was	assembled,	to	guide	the	interview	appropriately	when	required.	A	short	list	of	questions	regarding	Butterley’s	knowledge	of	Australian	wind	band	music	was	also	prepared.			Regarding	the	tone	of	the	interview,	Kvale	states	that	“the	interviewer	must	establish	an	atmosphere	in	which	the	subject	feels	safe	enough	to	talk	freely	about	his	or	her	experiences	and	feelings.”108	Given	Butterley’s	age	and	stage	in	life,	careful	thought	was	given	to	framing	the	interview.	In	addition	to	introducing	the	context	of	the	interview	with	a	briefing	describing	the	purpose	and	process	of	the	interview,	care	was	given	in	developing	a	rapport	through	the	qualities	listed	by	Kvale;	attentive	listening,	respect	and	understanding.109	Similarly,	a	debriefing	was	held	following	the	questions,																																																									106	Steinar	Kvale,	Interviews:	An	Introduction	to	Qualitative	Research	Interviewing	(Thousand	Oaks,	California:	Sage	Publications,	1996).	107	Kvale,	Interviews:	127.	108	Kvale,	125.		109	Kvale,	128.	
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rounding-off	the	interview	by	summarising	what	had	been	discussed	and	inviting	Butterley	to	raise	any	issues	or	additional	topics.			The	interview	was	conducted	in	two	sessions,	and	was	digitally	recorded	on	an	H2	Zoom	audio	recorder.	The	first	session	was	held	on	the	30th	of	October,	2016	and	mainly	concerned	editorial	issues,	their	resolution,	and	background	to	Pentad’s	composition.	The	second	session	was	held	on	the	13th	of	November,	2016,	and	discussion	was	based	around	Butterley’s	knowledge	of	the	wind	band	both	in	Australia	and	abroad.		A	list	of	the	editorial	issues	and	general	topic	areas	explored	were	provided	to	Butterley	before	the	interview,	so	he	could	familiarise	himself	with	the	subject	matter.	A	transcript	of	was	then	taken	of	sections	of	the	interview	relevant	to	this	study	and	was	presented	to	Butterley	for	review.	Butterley	however	requested	no	changes	be	made,	and	the	transcript	has	been	included	as	appendix	A.	As	the	purpose	of	this	interview	was	predominately	factual,	an	ethnographic	analysis	was	not	conducted.	Instead,	relevant	points	were	drawn	from	the	interview	and	applied	to	the	study	where	applicable.			  
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5. Critically Editing Pentad: Determining the New Edition 
5.1 Investigating the extant sources of Pentad Gathering	the	source	material	for	Pentad	involved	a	relatively	straightforward,	yet	interesting	investigation.	A	search	on	the	WorldCat	and	Trove	search	engines	revealed	scores	located	at	the	following	libraries	and	institutions	–		
• National	Library	of	Australia	(NLA)	
• State	Library	of	Victoria	
• Australian	Music	Centre	(AMC)	
• The	Conservatorium	of	Music	Library	of	the	University	of	Sydney	Library	(SCML)	
• Arts	and	Music	Library	of	the	Australian	National	University	
• City	Campus	Library	of	the	University	of	Newcastle		
• Architecture	and	Music	Library	of	the	University	of	Queensland	
• Symphony	Services	Music	Library	of	Symphony	Services	International	(SSI)		In	addition	to	a	score	of	Pentad,	the	AMC	was	also	recorded	to	hold	a	set	of	instrumental	parts	of	the	work.	However,	upon	request	it	was	discovered	that	the	physical	copies	had	been	lost	amongst	the	Centre’s	archives,	though	fortunately	digital	scans	were	stored	on	the	Centre’s	computer	database.	The	NLA	holds	the	item	‘Papers	of	Nigel	Butterley,	circa	1953–circa	2007’	in	their	catalogue,	which	includes	original	music	scores	and	working	papers	by	Butterley	himself.	Upon	inspection,	a	single	page	of	sketch	material	of	Pentad	and	an	incomplete	draft	score	of	the	composition	was	found	in	this	collection,	located	in	Box	6:	‘Orchestra	I’.110	The	SSI,	an	organisation	supporting	both	local	and	international	orchestras	through	artist	development,	program	notes,	and	score	and	part	hire,	holds	four	copies	of	the	score	of	Pentad.				
																																																								110	Nigel	Butterley,	Draft	and	sketch	material	to	Pentad,	Papers	of	Nigel	Butterley,	circa	1953-circa	2007,	Box	6,	‘Orchestra	I,’	MS	Acc09.081,	National	Library	of	Australia,	Canberra.		
		 29	
5.2 Inspection, description, evaluation and classification of the sources 
The	Composer’s	Autograph	Manuscript	
Table	4.	Identification:	Composer’s	Autograph	Manuscript	1.	Siglum		 AUS-Scm.	(RISM	Siglum)111		2.	Location	 Sydney,	Conservatorium	Library,	The	University	of	Sydney	Library.	3.	Shelfmark	 F	X40	BUT	2	4.	Contents	 Full	score	of	Pentad	in	the	composer’s	hand.		5.	Date	 Manuscript	dated	December	196[8].112	6.	Copyist	 Nigel	Butterley.	7.	Ownership	 Copyright,	1969,	J.	Albert	&	Son,	Pty.	Ltd.,	139	King	St.,	Sydney,	Australia.	Now	determined	to	rest	with	Nigel	Butterley.		Despite	the	many	locations	of	Pentad,	almost	all	sources	were	confirmed	to	be	photographic	facsimiles	of	the	handwritten	manuscript	held	by	the	SCML	(shelfmark	F	X40	BUT	2).113	This	manuscript	bears	a	strong	likeness	to	other	handwritten	scores	by	Butterley,	and	was	confirmed	in	the	interview	to	be	produced	by	him,	and	to	be	his	final	score	of	the	work.114	The	text	is	written	in	black	ink	on	14	leaves	of	music-lined	paper,	bound	by	string	in	three	places	along	the	edges,	and	encased	in	a	hard	cover.	Each	leaf	measures	326mm	in	width	and	437mm	in	height.	While	publishing	remarks	have	been	glued	to	the	first	page	of	the	score	–	reading	‘copyright	©	by	J.	Albert	&	Son	Pty.,	Ltd.,	139	King	St.,	Sydney,	Australia’	–	there	are	no	other	identification	or	water	marks	on	the	manuscript.			
																																																								111	Répertoire	International	des	Sources	Musicales.	112	Although	the	final	number	of	this	year	is	obscured	by	the	binding	applied	to	the	manuscript,	the	facsimiles	of	this	score	clearly	show	the	date	as	1968.			113	Nigel	Butterley,	Pentad	(Sydney,	Australia:	J.	Albert	&	Son,	c1969),	call	number	F	X40	BUT	2.		114	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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Close	inspection	revealed	two	methods	of	correction	were	used;	etching	away	the	immediate	surface	of	the	manuscript	to	remove	an	error,	and	the	application	of	a	fresh	segment	of	manuscript	to	the	score	to	allow	the	text	to	be	rewritten.	These	alterations	have	created	subtle	characteristics	which,	in	addition	to	the	obvious	similarity	of	score	layout,	design	and	handwriting	characteristics,	helped	confirm	those	others	as	being	facsimiles	of	this	manuscript.	There	are,	however,	some	notable	differences	between	the	manuscript	and	its	facsimiles.	The	final	page	of	the	manuscript	has	been	damaged,	where	a	hard	cover	binding	has	been	glued	to	the	edges	of	the	manuscript	covering	up	the	final	notes	of	the	work	and	the	completion	date.	The	ink	throughout	the	score	is	also	slightly	smudged	in	places,	though	largely	not	impairing	the	readability	of	the	text.	Given	these	characteristics	are	not	present	in	the	facsimiles,	it	is	likely	that	the	facsimile	of	the	score	was	taken	before	these	changes	to	the	manuscript	were	made.			As	this	score	is	in	Butterley’s	hand,	and	was	identified	as	his	final	score	of	Pentad,	it	was	therefore	considered	as	the	principal	source	for	the	new	edition.	A	new	high	resolution	photographic	facsimile	of	this	source	is	provided	as	appendix	C.		
The	Draft	Manuscript	and	Sketch	Material		
Table	5.	Identification:	Draft	Manuscript	and	Sketch	Material	of	Pentad	1.	Siglum		 AUS-CAnl.	(RISM	siglum)	2.	Location	 Canberra,	National	Library	of	Australia.		3.	Shelfmark	 MS	Acc09.081,	Box	6	‘Orchestra	I’.	4.	Contents	 Compositional	sketch	material	and	draft	score	of	Pentad.	5.	Date	 Draft	manuscript	dated	9-29	December	1968.	Sketch	material	undated.		6.	Copyist	 Nigel	Butterley		7.	Ownership	 Originated	from	Butterley’s	own	private	collection.		The	draft	manuscript	for	Pentad	held	at	the	NLA	forms	part	of	a	collection	of	handwritten	scores	by	Butterley.	The	text	is	written	on	very	similar,	if	not	the	same	make	of	music	manuscript	paper	as	the	final	manuscript;	the	page	dimensions	are	identical,	measuring	326mm	in	width	and	437mm	in	height,	and	again,	no	identification	or	water	marks	on	the	manuscript	were	discovered.	Its	musical	notation	is	written	in	
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pencil,	while	the	clefs	and	instrumental	brackets	along	the	left	margin	of	the	staves	appear	in	blue	ink.	The	score	is	unbound	and	incomplete,	missing	pages	9,	10,	11,	12,	13,	14,	16, 19,	20,	23,	and	24	and	follows	the	same	instrumentation	and	layout	as	found	in	Butterley’s	final	manuscript	of	the	work.	Interestingly,	some	staves	are	almost	empty	of	musical	notation	and	are	instead	marked	to	duplicate	another	instrumental	part	notated	at	the	same	point.	This	is	indicated	by	an	initial	pitch	on	a	given	stave	with	a	note	specifying	which	instrumental	part	to	duplicate.	Such	a	marking	is	usually	then	followed	by	horizontal	line	with	an	arrow	above	the	succeeding	staves.	On	page	25	however,	many	staves	are	left	blank	without	any	indication	to	what	is	to	be	notated.			The	draft	manuscript	does	contain	a	few	minor	non-musical	markings,	recording	Butterley’s	intent	to	reallocate	the	music	of	a	given	stave	to	a	different	part.	This	is	marked	with	the	new	instrument	in	brackets,	above	or	below	the	given	stave.	An	example	of	this	appears	on	the	sixth	page	of	the	manuscript,	where	Butterley	has	marked	‘(bsn	II)’	above	the	musical	text	of	the	first	bassoon	part.	This	amendment	is	indeed	followed	through,	as	in	the	final	manuscript,	this	line	does	now	appear	in	the	second	bassoon	part.		The	draft	manuscript	also	includes	less	detail	of	articulations	compared	to	the	final	manuscript.			As	this	score	contains	no	major	compositional	notes,	changes	to	the	presentation	of	the	motives,	or	other	significant	differences	to	the	final	manuscript,	it	was	likely	that	it	was	a	close	to	final	draft	of	the	composition.	However,	a	number	of	minor	discrepancies	between	the	musical	text	of	this	score	and	the	final	manuscript	were	discovered	which	warranted	investigation.	This	concerned	specific	pitches,	slurring,	articulations	and	dynamics,	which	were	important	considerations	in	the	preparation	of	my	new	edition.	Consequently,	the	draft	manuscript	was	determined	to	be	valuable	in	informing	my	interpretation	of	the	musical	text	and	subsequently	was	classified	as	a	secondary	source.			Interestingly,	Butterley	has	dated	the	draft	manuscript	on	its	final	page	as	‘9-29	December	1968.’	As	Butterley’s	final	manuscript	of	Pentad	is	simply	recorded	on	its				
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		final	page	as	being	“finished	December	1968,”115	it	is	possible	that	he	quickly	completed	this	score	within	the	two	final	days	of	December,	following	the	last	date	of	his	draft.	It	is	also	possible	that	“finished	December	1968”	instead	refers	to	his	conception	and	composition	of	Pentad,	and	the	preparation	and	creation	of	the	final	manuscript	of	the	work,	which	does	contain	minor	differences,	may	have	been	completed	in	the	months	following	the	draft.			The	sketch	material	for	Pentad	was	found	in	the	same	collection	of	papers	as	the	draft	manuscript	at	the	NLA.	It	consists	of	a	single	A4	manuscript	page,	with	musical	fragments	and	working	notes.	Although	offering	a	fascinating	insight	to	Butterley’s	conception	and	manner	of	composition,	this	source	did	not	provide	any	useful	information	of	value	in	preparing	the	new	edition.			
Facsimiles	of	the	Composer’s	Autograph	Score			Considering	the	use	of	the	photographic	facsimiles	in	this	investigation,	I	heeded	Thomas	Tanselle’s	warning	that	“any	reproduction	whether	clear	or	indistinct,	must	be	suspect	simply	because	it	is	not	the	ultimate	source.”116	Indeed,	most	of	the	facsimiles	of	
Pentad	lacked	the	quality	or	clarity	and	precision	in	detail	found	in	the	final	manuscript,	and	being	copies	of	the	original,	offered	no	new	data	to	my	investigation.	The	facsimiles	were	therefore	ignored,	with	one	exception.								
																																																								115	Nigel	Butterley,	Pentad	(Sydney,	Australia:	J.	Albert	&	Son,	c1969),	27.		116	Thomas	G.	Tanselle,	"Reproductions	and	Scholarship,"	Studies	in	Bibliography	42	(1989):	34.		
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Table	6.	Identification:	Marked	Facsimile	of	Pentad	1.	Siglum		 AUS-Sb.	(RISM	siglum)	2.	Location	 Darlinghurst,	Sydney.	Symphony	Services	International	Music	Library.	3.	Shelfmark	 ZZ2922	4.	Contents	 Facsimile	score	of	the	final	manuscript	of	Pentad.	No	parts	included.		5.	Date	 1968.	6.	Copyist	 Nigel	Butterley,	J.	Albert	&	Son,	Pty.	Ltd.	7.	Ownership	 Copyright,	J.	Albert	&	Son,	Pty.	Ltd.,	139	King	St.,	Sydney,	Australia.		Of	the	four	facsimiles	scores	of	the	final	handwritten	manuscript	held	by	the	SSI,	one	was	discovered	to	be	marked	for	performance.	This	score	contains	shorthand	markings	of	cues,	additional	dynamics,	tempo	and	pitch	changes,	and	is	recorded	to	have	been	lent	out	on	“20/09/88	c/o	Fogg	for	1989.”	It	is	therefore	likely	to	have	been	used	by	conductor	Jorge	Mester	for	his	performance	with	the	Sydney	Symphony	Orchestra	(SSO)	in	1989.117	Following	the	premiere	performance	on	the	29th	of	March	1969,	the	SSI	also	records	Pentad	as	being	hired	out	further	performances	by	the	SSO	in	their	1969	subscription	concerts,	and	again	in	1980	for	performances	directed	by	John	Hopkins.	It	is	unclear	however,	which	score,	or	scores,	were	lent	out.	The	SSI’s	1969	records	also	show	that	three	of	the	four	scores	were	lent	to	‘J	Hopkins’,	‘for	Rostrum’,	suggesting	the	work	was	featured,	or	at	least	considered	to	be	featured	at	the	1969	International	Rostrum	of	Composers	under	the	direction	of	conductor	John	Hopkins.118	Butterley	had	previously	represented	Australia	at	the	1967	Rostrum.		
																																																								117	Details	of	this	concert	are	outlined	in	chapter	6.1.			118	The	website	Rostrum+	records	György	Ligeti’s	Lontano	as	the	sole	‘selected	work’	of	the	1969	International	Rostrum	of	Composers.	Details	regarding	the	other	entries	of	the	1969	Rostrum	have	not	been	obtainable.	See	Rostrum+.	“Archives.”	Accessed	September	4,	2017.	http://rostrumplus.net/about-2/archives/	
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This	marked	facsimile,	probably	annotated	by	conductors	Mester	or	Hopkins,	was	determined	to	be	useful	in	my	investigation	as	it	had	been	prepared	for	rehearsal	and	performance.	These	markings	provided	insight	into	the	identification	of	errata	and	suggestions	for	their	correction,	along	with	interpretative	performance	markings.	As	Grier	points	out,	“no	text,	even	the	composer’s,	is	fully	authoritative,”119	and	the	existence	of	such	a	source	not	immediately	related	to	the	composer	himself	offered	a	different	perspective	on	the	text.	This	score	was	therefore	established	as	another	secondary	source.			
Instrumental	Parts			
Table	7.	Identification:	Instrumental	parts	to	Pentad	1.	Siglum		 AUS-Smc.	(RISM	siglum)	2.	Location	 Ultimo,	Sydney.	The	Australian	Music	Centre	3.	Shelfmark	 Unknown	4.	Contents	 Photographic	facsimiles	of	instrumental	parts	to	Pentad.	5.	Date	 Unknown	6.	Copyist	 Unknown	7.	Ownership	 The	Australian	Music	Centre.		The	instrumental	parts	for	Pentad,	held	by	the	Australian	Music	Centre,	are	stored	as	digital	scans	and	viewable	by	computer.	Inspection	revealed	the	musical	text	of	these	parts	was	written	in	a	different	hand	to	Butterley’s,	with	no	record	of	who	prepared	them.	Close	examination	raised	issues	of	mis-transposition,	along	with	difficulty	in	accurately	reading	the	text	itself	in	places.	As	this	source	only	introduced	new	errors	and	ambiguities,	without	offering	solutions	to	those	already	identified	in	the	final	manuscript,	it	was	considered	unreliable	and	therefore	not	taken	into	account	in	preparing	the	new	edition.			
																																																								119	Grier,	The	Critical	Editing	of	Music,	68.		
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5.2 Transcription  Following	the	evaluation	of	the	sources	a	transcription	of	the	musical	text	was	taken	from	the	primary	source.	As	Grier	states,	“when	sources	associated	with	the	composer,	such	as	the	autograph,	or	a	printed	edition	published	under	the	supervision	of	the	composer,	survive,	it	is	possible	to	speak	of	a	composer’s	text.”120	Despite	applying	such	authority	to	this	source,	my	investigation	recognised	the	possibility	of	errata	made	by	Butterley	in	the	act	of	transcribing	the	work	from	draft	score	to	final	manuscript,	and	I	have	identified	a	number	of	discrepancies	as	such.	Indeed,	Butterley	has	himself	admitted	that	when	preparing	his	scores	he	tended	to	be	inconsistent	in	his	manner	of	notation,121	and	consequently	I	conducted	my	study	of	this	source	with	an	open	mind.				Despite	Butterley’s	admission,	care	was	taken	to	replicate	the	musical	text	as	closely	as	possible.	Grier	suggests	taking	a	“diplomatic	transcription,”	recording	the	“source	material	exactly	as	it	appears	with	as	many	details	as	possible.”122	This	largely	concerned	recreating	the	idiosyncrasies	of	Butterley’s	musical	notation	including	time	signatures,	note-beams,	and	score	design	and	layout.	Discussion	of	these	elements	follows	the	investigation	of	errors	and	ambiguities.		
	
5.3 Editorial amendments: determining errata, inconsistencies, and ambiguities  
Pentad	is	an	unusual	work	in	Butterley’s	compositional	output,	in	that	its	title	reflects	the	form	of	its	composition.	Consisting	of	five	motivic	ideas,	each	distinct	in	its	assembly,	expression,	design,	texture,	and	orchestration.	The	motives	are	each	presented	five	times,	heightening	this	contrast	between	them	in	each	successive	statement.	They	either	grow,	diminish	or	alternate	in	dynamic;	intensify	or	remain	consistent	in	their	texture;	expand,	recede	or	maintain	a	constant	length;	and	vary	in	their	orchestration.	Such	knowledge	of	the	composition’s	motive	design,	structure	and	development	was	integral	in	forming	my	interpretation	of	the	musical	text	in	this	
																																																								120	Grier,	109.	121	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	122	Grier,	The	Critical	Editing	of	Music,	58.		
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edition.	Of	significant	importance	to	my	considerations	was	the	consistency	or	inconsistency	of	the	musical	text	throughout	the	five	appearances	of	a	motive.				During	the	editorial	process	a	general	analytical	study	of	Pentad	was	undertaken.	Its	findings	were	consistent	with	those	published	by	Elliot	Gyger.123	However,	in	some	instances,	this	analysis	resulted	in	a	more	in	depth	picture	of	Pentad’s	construction,	which	in	turn,	assisted	in	revealing	editorial	issues	that	may	not	have	been	at	first	apparent.	Therefore,		new	analytical	interpretations	and	perspectives	of	the	work	have	been	presented	when	justifying	some	of	the	amendments	made	to	the	musical	text.	In	addition	to	these	complex	analytical	errata,	the	commentary	also	records	more	obvious	editorial	resolutions.	The	following	discussion	examines	each	editorial	issue	by	motive.		
	
Motive A The	opening	motive	of	Pentad	consists	of	two	contrasting	sections,	or	phrases.	Taking	the	first	statement	as	an	example,	the	first	phrase,	occurring	in	bars	1-3	of	page	1,	is	a	cluster	consisting	of	a	tone	and	two	semi-tones	between	the	successive	multi	octave	entries	of	the	pitches	B-flat,	C-natural	and	B-natural.	In	each	subsequent	statement	this	phrase	gradually	diminishes	in	length	where,	as	Gyger	observes,	the	octaves	“are	one	quaver	shorter	on	each	successive	occurrence.”124	The	second	phrase,	in	bars	4-5,	combines	quick,	often	flourished	figures	in	a	conversational	fashion	over	a	dissonant	homophonic	accompaniment.	In	each	statement	these	flourishes	are	assigned	to	a	different	family	of	instruments,	and	similarly,	the	homophonic	accompaniment	is	variated	in	its	orchestration.			In	the	first,	second	and	fifth	statements	these	flourishes	are	slurred;	however,	closely	studying	these	figures	here	raises	an	editorial	issue	regarding	the	specific	application	of	the	slurs	in	relation	to	the	notated	pitches.	In	the	first	two	statements	of	motive	A	(pages	1	and	4)	the	beginning	point	of	each	slur	in	the	flourished	figures	is	unclear,	as	the	slurs	are	almost	always	notated	as	beginning	between	the	first	and	second	notes	(see	photographic	example	1).	Studying	the	fifth	statement	of	this	phrase,	beginning																																																									123	Gyger,	The	Music	of	Nigel	Butterley,	96-100.	124	Gyger,	98.	
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from	the	sixth	bar	of	page	20,	does	not	assist	in	determining	a	solution	as	these	slurs	are	marked	as	beginning	from	either	one	of	the	first	three	notes	of	the	phrase,	or	again	somewhere	in	between.	The	equivalent	points	in	the	draft	manuscript	are	similarly	unclear.	These	discrepancies	were	raised	with	Butterley,	who	agreed	that	the	likely	solution	was	to	begin	the	slur	from	the	first	note	of	each	flourish.125	Taking	the	example	of	the	Flute	I	part	in	the	fifth	bar	of	page	1,	Butterley	concluded	that	the	slur	was	“pointing”	to	the	first	note	of	this	flourish,	and	if	it	appeared	unclear	to	the	reader,	it	was	because	he	didn’t	want	the	score	“to	look	messy.”126					
Photographic	Example	1:	Slurred	flourished	figures		
	Another	noticeable	ambiguity	in	both	the	principal	source	and	the	draft	manuscript	is	the	specific	point	of	the	application	of	dynamics	within	the	first	phrase	of	this	motive.	In	its	first	statement	in	page	1	of	the	principal	source,	there	are	new	dynamics	marked	in	the	brass	in	the	second	bar,	and	again	in	the	brass,	oboes,	cor	anglais,	bassoons	and	contrabassoons	in	the	third	bar.	However,	as	these	dynamics	are	placed	between	two	successive	notes,	their	point	of	implementation	is	open	to	interpretation	(see	photographic	example	2).	This	issue	is	also	found	in	the	third	statement	of	this	motive,	where	in	the	fourth	bar	of	page	11,	the	dynamics	in	the	Trombone,	Bassoon	I,	II,	and	Contrabassoon	parts	are	again	marked	in	the	middle	of	a	duration.																																																											125	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	126	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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Photographic	Example	2:	Application	of	dynamics	
		One	plausible	interpretation	is	that	they	should	be	applied	not	at	the	beginning	of	a	note,	but	instead	at	a	specific	point	during	it,	corresponding	to	the	entry	or	rearticulation	of	other	instruments	that	also	share	the	new	dynamic.	For	instance,	in	the	first	statement,	the	trumpets	and	trombones	could	change	from	mezzo-piano	to	mezzo-
forte	on	the	second	beat	of	the	second	bar,	matching	the	entries	of	the	bassoons,	contrabassoon,	oboes	and	cor	anglais,	and	the	rearticulation	of	the	tuba	which	are	all	marked	now	at	mezzo-forte.	This	was	suggested	to	Butterley	who	confirmed	this	was	likely	his	intention.	Butterley,	however,	experimented	with	adding	a	small	crescendo	preceding	the	new	dynamics	before	deciding	that	each	change	should	instead	be	
subito.127	In	order	to	best	illustrate	this	to	the	performer,	each	note	value	has	been	deconstructed	and	re-notated	using	lesser	note	values	tied	together,	to	show	with	no	uncertainty	the	precise	point	at	which	each	dynamic	should	be	applied.	This	has	been	applied	to	all	statements	of	this	motive	where	this	ambiguity	occurs.			In	the	second	statement	of	motive	A,	the	Cor	anglais	and	Clarinet	I	and	II	parts	appear	to	be	missing	accents	in	the	third	bar	of	page	4.	This	is	in	contrast	with	the	first,	third	and	fourth	statements,	where	Butterley	always	marks	each	entry	of	these	successive	multi	octave	notes	of	B-flat,	C-natural	and	B-natural	as	accented.	The	passage	is	marked	with	accents	in	the	draft	manuscript	held	by	the	NLA	and	I	have	therefore	included	them	in	the	new	edition.			In	the	same	statement,	the	draft	manuscript	includes	an	‘8va’	marking	above	the	E-flat	clarinet	in	the	first	three	bars	of	page	4.	However,	in	the	principal	source	these	bars	are	missing	this	direction.	Although	at	the	extreme	end	of	the	instrument’s	register,	this	is																																																									127	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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possible	to	play.	This	was	raised	with	Butterley	who	thought	it	would	be	more	dramatic	to	place	the	E-flat	clarinet	up	the	octave	here.128	An	‘8va’	sign	has	therefore	been	included	in	the	new	edition	over	these	three	bars.			In	the	fifth	statement	of	motive	A,	there	is	one	pitch	that	is	difficult	to	read.	The	fifth	last	quaver	of	piccolo	I	in	the	first	bar	of	page	21,	could	either	be	read	as	a	C-sharp	or	B-natural.	An	inspection	of	the	draft	manuscript	held	at	the	NLA	shows	this	note	legibly	marked	as	a	C-sharp,	and	I	have	therefore	marked	this	pitch	similarly	in	the	new	edition.			On	the	sixth	bar	of	page	20	the	entries	of	the	Oboe	I	and	II	parts	appear	to	be	marked	one	stave	higher	than	they	should	be,	with	the	Oboe	I	part	appearing	in	what	has	been	consistently	throughout	the	score	an	unmarked,	empty	stave	separating	the	flutes	and	oboes.	Given	these	parts	tie	across	a	page	and	are	subsequently	marked	in	the	appropriate	staves,	I	have	then	corrected	this	scribal	error	by	entering	these	parts	appropriately	in	the	new	edition.			The	flourished	figures	that	appear	in	the	second	phrase	of	motive	A	are	an	assembly	of	many	notes	under	a	single	beam	(see	photographic	example	1).	Marked	as	grouped	quavers	with	a	diagonal	slash	through	the	first	note’s	beam,	these	figures	appear	similar	to	an	notation	defined	by	Howard	Risatti	in	his	catalogue	of	contemporary	notations.	129		Risatti	states	that	“the	beaming	does	not	indicate	absolute	durational	values.”130	In	the	interview,	Butterley	asserted	that	all	notes	written	in	this	manner	should	be	“played	as		quickly	as	possible.”131	Compared	to	the	example	provided	by	Risatti,	Butterley	has	adapted	these	notations	by	specifying	rhythmically	when	they	are	to	begin	in	each	bar.	The	first	note	of	each	figure	is	always	twice	beamed;	one	beam	is	usually	marked	above	the	stave	and	adjoins	to	all	other	notes	of	that	figure	that	follow,	while	the	other	beam	is																																																									128	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.			129	Howard	Risatti,	New	Music	Vocabulary:	A	Guide	to	Notational	Signs	for	Contemporary	
Music	(Urbana:	University	of	Illinois	Press,	1975).		130	Risatti,	New	Music	Vocabulary,	9.		131	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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marked	as	a	single	quaver,	usually	below	the	stave,	measuring	when	the	figure	is	to	be	played	in	the	bar	(see	photo	example).	Rests	always	precede	and	follow	this	single	quaver	note.	In	order	to	distinguish	between	the	two	elements	of	these	notations,	I	have	changed	the	size	of	the	notes	that	beam	above	the	stave	to	a	cue-size,	while	maintaining	the	standard	size	for	the	single	quaver	note	that	is	beamed	below.	This	is	to	help	performers	distinguish	between	the	note	which	indicates	when	the	figure	begins,	and	those	notes	make	up	that	particular	gesture.	In	some	instances	in	the	principal	source	a	similar	distinction	is	apparent.	As	these	figures	are	not	a	usual	form	of	notation	encountered	by	most	performers,	a	definition	of	how	to	execute	them	has	been	included	in	the	introduction	of	the	edition.	This	is	in	accordance	with	a	recommendation	by	Grier	on	contemporary	notations.132			Of	all	these	gestures,	only	one	is	notated	differently.	In	the	fifth	bar	of	page	4,	the	Oboe	I	part	is	missing	the	single	quaver	note	beamed	below	the	stave	that	determines	when	the	figure	is	to	be	begun.	Considering	the	tight	space	in	the	score	due	to	the	high	beamed	notation	in	the	stave	immediately	below,	its	accidental	omission	is	conceivable.	In	the	draft	manuscript	both	beams	are	present	in	this	bar,	although	they	are	awkwardly	reversed;	the	single	note	is	beamed	up,	and	the	following	notes	are	beamed	down.	To	match	all	other	occurrences	of	this	gesture	I	have	added	a	single	quaver	to	the	beginning	of	this	figure.	The	computer	notation	software	used	enables	the	space	between	staves	to	be	adjusted,	allowing	me	to	follow	beaming	the	single	quaver	down	and	the	following	notes	up	as	in	all	other	examples.			
Motive B In	immediate	contrast	to	motive	A,	the	first	three	occurrences	of	motive	B	consist	of	a	dense	chordal	texture	in	homorhythm.	As	Gyger	observes,	the	“heavy	brass	contribute	isolated	interjections,	duplicating	notes	already	sounding	in	other	instruments.”133	By		the	fourth	and	fifth	occurrences	of	motive	B	“a	further	element	of	layering”	is	introduced,	where	“the	ensemble	splits	into	three	rhythmically	interlocking	groups.”134																																																									132	Grier,	The	Critical	Editing	of	Music,	59-60.		133	Gyger,	The	Music	of	Nigel	Butterley,	98.	134	Gyger,	99.	
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My	analysis	of	the	trajectory	and	subsequent	developments	of	this	motive	was	approached	in	a	different	manner	to	Gyger’s,	and	helped	establish	a	number	of	important	errata	in	this	motive.			Gyger	has	analysed	this	motive	vertically,	stating	that	it	is	“a	looping	sequence	of	ten	chords,	one	of	which	is	repeated	at	the	end	of	the	cycle.”135	He	also	notes	that	“each	chord	contains	four	pitch-classes.”136	Alternatively,	I	approached	this	motive	horizontally,	determining	four	voices	that	make	up	the	total	of	ten	chords	and	establishing	a	specific	eleven	note	sequence	in	each	voice	(see	example	1).	In	the	first	two	statements	of	motive	B,	the	four	voices	appear	in	the	sequence	as	outlined;	however,	the	second	statement	begins	this	sequence	three	notes	later	than	the	first.	Each	sequence	is	heard	in	full	before	repeating,	yet	the	rhythm	is	always	varied,	and	the	final	cycle	of	each	statement	is	often	not	completed	before	the	motive	concludes.	In	the	first	three	statements	of	motive	B	(beginning	on	pages	2,	7,	and	14)	each	of	the	four	voices	is	doubled	by	five	instruments.				
Example	1:	Motive	B,	first	and	second	statements	
																																																										135	Gyger,	98.	136	Gyger,	98.			
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In	the	first	statement,	one	voice	was	found	however	to	have	a	pitch	altered	in	one	cycle	of	its	sequence.	In	the	final	quaver	of	the	first	bar	of	page	2,	the	instruments	sharing	the	fourth	voice	–	the	Flute	II,	Cor	anglais,	Bass	clarinet,	Contrabassoon	and	Horn	IV	parts	–		are	notated	to	play	a	D-flat.	As	this	note	in	all	other	cycles	in	the	first	two	statements	of	the	motive	is	consistently	marked	as	a	D-natural,	the	discrepancy	here	raises	a	question.	In	the	marked	facsimile	of	Pentad	held	by	SSI,	a	natural-sign	has	been	pencilled	before	the	note	followed	by	a	question	mark,	suggesting	this	should	instead	be	a	D-natural.	The	Draft	manuscript	supports	this	finding	where	the	pitch	is	clearly	marked	as	such.	Given	the	difference	between	a	D-flat	and	D-natural	in	this	instance	concerns	an	accidental	within	the	bar,	it	was	likely	that	Butterley	simply	omitted	a	natural	sign	before	this	quaver	in	the	principal	source.	I	have	therefore	corrected	this	omission	in	the	new	edition.		By	the	third	statement	of	motive	B,	beginning	at	page	14,	the	four	voices	are	again	presented,	however	each	cycle	of	the	sequence	is	disrupted.	Taking	the	first	voice	as	an	example,	the	eleven	note	sequence	is	first	heard	twice	in	full,	while	the	next	three	iterations	are	incomplete	although	retaining	the	fundamental	sequence	of	pitches	(see	example	2).					
Example	2:	Motive	B,	third	statement;	trajectory	of	voice	1		
	My	analysis	found	that	the	other	voices	follow,	in	parallel,	the	same	pattern	as	the	first	voice;	two	complete	sequences	and	three	differing	truncations.	However,	at	one	point	the	fourth	voice	was	discovered	to	deviate	from	the	established	sequence	of	notes	within	this	pattern.	In	the	sixth	bar	of	page	14,	the	final	quaver	played	by	of	the	
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instruments	sharing	this	voice	–	the	Flute	II,	Cor	anglais,	Bass	clarinet,	Contrabassoon	and	Horn	IV	parts	–	is	marked	as	a	D-flat	in	the	principal	source,	as	highlighted	in	red	in	example	3.	At	all	other	corresponding	points	in	this	sequence,	the	note	is	instead	marked	as	a	D-natural,	and	all	other	voices	do	not	similarly	deviate	at	this	point.	Although	this	issue	could	not	be	clarified	with	the	draft	manuscript	as	this	page	was	missing,	I	have	amended	this	note	to	a	D-natural	in	the	new	edition	as	it	is	likely	–	as	was	in	the	previous	issue	–	that	Butterley	simply	omitted	a	natural	sign	before	this	quaver	in	each	part.		
Example	3:	Motive	B,	third	statement;	trajectory	of	voice	4	
		By	the	fourth	statement	of	motive	B,	beginning	from	the	fifth	bar	of	page	15,	the	handling	of	the	four	voices	becomes	somewhat	more	developed.	As	Gyger	comments,	“the	ensemble	splits	into	three	rhythmically	interlocking	groups,	two	working	through	the	chord	loop	in	its	original	form	while	the	third	uses	it	backwards.”137	My	analysis	has	revealed	a	more	complex	construction	and	relationship	between	the	three	groups	that	Gyger	refers	to.			The	first	group	is	rhythmically	similar	to	the	prior	statements	of	motive	B,	but	now	consists	of	only	three	voices.	Each	voice	is	doubled	by	two	instruments	(see	example	4)	and	is	assigned	to	the	Oboes	I	and	II,	Cor	anglais	and	trumpets	parts.	Unlike	the	third	statement	of	the	motive,	the	note	sequences	are	again	presented	as	complete	before	repeating.	The	construction	and	sequence	of	the	voices	appears	to	be	new,	yet	they	are																																																										137	Gyger,	99.	
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					based	upon	the	voices	heard	previously	in	the	second	statement,	beginning	from	page	7;	voice	one	is	the	same	as	voice	one	of	the	second	statement;	voice	two	is	a	combination	of	voices	two	and	three	of	the	second	statement,	with	the	exception	of	a	new	pitch	(marked	in	red);	and	voice	three	is	a	combination	of	voices	three	and	four	of	the	second	statement,	again,	with	the	exception	of	a	new	pitch	(marked	in	red).	Their	specific	construction	is	illustrated	in	examples	5	and	6,	where	I	have	used	arrows	to	indicate	the	selection	of	pitches	of	previous	voices	that	now	constitute	these	new	voices	of	this	group.			
Example	4:	Motive	B,	fourth	statement:	Group	1	
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Example	5:	Motive	B,	fourth	statement:	construction	of	voice	2,	Group	1	
		
Example	6:	Motive	B,	fourth	statement:	construction	of	voice	3,	Group	1	
	 	One	discrepancy	in	the	final	manuscript	was	discovered	in	the	third	voice	of	Group	1.	In	the	second	bar	of	page	17,	the	fourth	quaver	of	the	cor	anglais	part	is	notated	as	a	C-sharp,	yet	in	all	other	cycles	of	this	voice’s	sequence	this	pitch	is	consistently	marked	as	a	C-natural.	Given	that	the	only	other	instrument	doubling	this	tone-tow	–	the	Trumpet	III	part	–	is	marked	at	this	point	as	a	C-natural,	it	is	likely	Butterley	again	simple	omitted	a	natural	sign.	While	this	could	not	be	clarified	with	the	draft	manuscript	as	this	page	was	missing,	I	have	amended	this	note	to	a	C-natural	in	the	new	edition.			
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Before	proceeding	to	the	next	two	errors	discovered	in	this	statement	of	motive	B,	it	seems	prudent	to	discuss	the	new	pitches	introduced	in	voice	two	and	three	of	Group	1.	Although	each	voice	here	is	a	construct	of	the	voices	that	appeared	in	the	second	statement,	the	two	new	pitches	that	do	not	conform	–	as	highlighted	in	red	in	examples	5	and	6	–	could	be	considered	to	be	errors	of	their	assembly.	It	is	also	possible	that	Butterley	may	have	written	these	pitches	out	incorrectly	when	preparing	the	score.	Whatever	the	reason	may	be,	their	consistency	in	each	cycle	of	the	sequence	in	this	statement	has	made	them	an	integral	part	of	the	composition.	Grier’s	warning	to	the	editor	seems	appropriate	in	resolving	any	conflict	in	this	issue,	when	he	states	that	the	editor	must	be	wary	of	the	temptation	“to	improve	the	composer,	to	impose	an	arbitrary	stylistic	standard,	or	to	follow	either	source	materials	or	previous	editors	without	revision	or	critical	comment.”138			A	similar	issue	was	identified	in	the	modifications	found	within	two	of	the	voices	of	Group	3	in	the	fourth	statement,	assigned	here	to	the	bassoon	and	trombones.	In	comparison	with	the	first	statement	of	motive	B,	these	voices	are	instead	presented	in	retrograde	(see	example	7).	Voice	one	appears	as	the	same	as	voice	one	in	the	first	statement;	voice	two	appears	as	the	same	as	voice	two	in	the	first	statement,	with	one	exception	(marked	in	red);	and	voice	three	appears	as	voice	four	in	the	first	statement,	with	two	exceptions	(both	marked	in	red).	Given	their	close	resemblance	to	the	voices	that	appear	at	figure	1,	it	is	possible	to	consider	–	as	was	the	case	in	voices	two	and	three	of	Group	1	–	that	these	new	pitches	are	errata.	But	again,	because	of	their	consistency	in	each	cycle	of	the	sequence	in	this	statement,	they	have	become	an	integral	part	of	the	composition.	It	is	also	possible	that	the	construction	of	these	voices,	found	in	this	group,	and	also	Group	1	of	this	statement,	followed	a	unique	composition	procedure	that	I	have	been	unable	to	reveal	through	this	analysis.	I	have	therefore	made	no	alteration	to	them	in	the	new	edition.						
																																																								138	Grier,	The	Critical	Editing	of	Music,	96.		
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Example	7:	Motive	B,	fourth	statement:	Group	3	 	
	Having	judged	these	subtle	changes	to	the	voices	of	Group	3	as	being	a	valid	reading	of	the	musical	text,	I	identified	two	further	editorial	issues	within	this	group	in	this	statement.	In	the	sixth	bar	of	page	16,	the	first	pitch	of	the	Trombone	II	part	is	difficult	to	accurately	discern.	The	Bassoon	II	part,	which	shares	voice	two	with	the	Trombone	II	part,	is	clearly	notated	as	an	A-natural	at	this	point	which	is	consistent	with	the	sequence	and	cycle	of	this	voice.	Although	this	issue	could	not	be	clarified	with	the	draft	manuscript	as	this	page	was	missing,	I	have	amended	this	note	as	an	A-natural	in	the	new	edition.			In	page	16	of	the	principal	source,	the	trombone	parts	appear	to	be	missing	articulations,	where	in	all	other	parts	throughout	the	motive,	single	quaver	notes	are	marked	as	staccato	and	longer	values	are	marked	tenuto.	Given	that	the	Bassoon	parts,	which	share	the	same	three	voices	as	the	trombones	in	this	statement,	are	marked	with	articulations	in	this	manner,	it	follows	that	the	trombones	were	likely	intended	to	be	marked	similarly.	Indeed,	where	the	rest	of	this	statement	of	the	motive	is	written	on	pages	15	and	17,	the	trombones	are	marked	as	such.	Although	clarification	with	the	draft	manuscript	could	not	be	made	as	this	page	of	the	score	was	missing,	I	have	marked	these	parts	with	articulations	accordingly	in	the	new	edition.			
		 48	
No	editorial	issues	were	found	in	the	voices	of	Group	2	in	this	statement.			In	the	fifth	and	final	statement	of	motive	B,	beginning	from	the	fourth	bar	of	page	23,	the	ensemble	again	splits	into	three	different	rhythmically-interlocking	groups.	Group	2	uses	the	same	four	voices	that	appeared	in	first	statement,	and	Group	3	uses	the	three	voices	of	Group	3	from	the	fourth	statement.	However,	it	was	in	first	group	that	the	final	discrepancy	was	discovered.	Group	1	returns	to	the	original	four	voices	heard	in	the	first	two	statements	of	the	motive,	though	like	the	second	statement,	it	begins	its	sequence	here	three	notes	later	than	the	first	(see	example	8).	In	the	sixth	and	seventh	quavers	of	the	third	bar	of	page	25,	the	instruments	sharing	voice	two	–	the	Piccolo	II,	Clarinet	II	and	Oboe	I	parts	–		are	marked	by	a	prior	accidental	in	that	bar	to	play	a	B-flat.	However,	in	all	other	cycles	of	this	voice	in	this	and	prior	statements,	these	notes	–	the	eleventh	and	first	of	the	sequence	–	are	consistently	both	B-naturals.	It	is	therefore	likely	that	this	discrepancy	was	again	caused	by	the	scribal	omission	of	a	natural	accidental,	and	was	not	a	deliberate	intention	by	Butterley.	Although	clarification	with	the	draft	manuscript	was	not	possible	as	this	page	was	missing,	I	have	amended	this	note	to	a	B-natural	in	the	new	edition.	
		
Example	8:	Motive	B,	fifth	statement:	Group	1		
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Motive C Motive	C	is	predominately	a	heterophonic	texture,	where	a	seven	note	pitch	set	(see	example	9)	is	simultaneously	presented	by	groups	of	instruments.	Across	the	five	appearances	of	the	motive,	the	pitch	set	appears	in	three	distinct	sequences	and	three	distinct	transpositions,	although	each	instrument	is	assigned	only	one	sequence	and	one	transposition	in	each	statement.	Similarly,	only	two	sequences	and	two	transpositions	of	the	pitch	set	are	ever	presented	in	each	statement.	Each	instrument	cycles	through	its	given	sequence,	either	forward	or	in	retrograde,	and	is	assigned	a	specific	rhythm.	In	addition	to	this	texture,	a	cluster	of	either	three	or	four	pitches139	appears	in	brief	interjections	against	it,	consisting	either	of	flutter-tongue,	rhythmically	measured	alternations	between	two	of	those	notes,	trills,	or	block	chords.	As	Gyger	observes,	this	motive	“proceeds	by	[an]	accumulation	of	layers,”140	where	in	each	subsequent	occurrence,	another	layer	of	the	seven	note	pitch	set,	or	the	three	or	four	pitch	cluster	is	added.	Importantly,	Gyger	observes	that	“the	layers	are	intermittent,	so	each	elements	[sic]	has	a	chance	to	be	heard	as	part	of	a	kaleidoscopically	shifting	whole.”141		
Example	9:	Motive	C,	seven	note	pitch	set	
		In	the	first	statement	of	motive	C,	beginning	in	the	fifth	bar	of	page	2,	there	are	two	notes	that	are	ambiguous	to	read.	The	first	occurs	in	the	Trumpet	II	part,	where	before	the	final	note	of	the	first	bar	of	this	statement	the	immediate	surface	of	the	manuscript	has	been	etched	away,	suggesting	there	was	likely	an	accidental	inserted	before	it.	Inspection	of	the	draft	manuscript	shows	that	this	note	does	have	a	natural	sign	before	it,	but	it	is	superfluous	as	the	previous	instance	of	this	note	in	the	bar	is	already	marked																																																									139	Gyger,	The	Music	of	Nigel	Butterley,	99.		140	Gyger,	99.		141	Gyger,	99.	
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as	a	natural.	The	removal	of	the	surface	of	the	final	manuscript	was	then	a	deliberate	act	by	Butterley	to	correct	this	unnecessary	marking.	In	the	new	edition	I	have	left	this	pitch	as	an	F-natural,	although	without	the	redundant	accidental.			The	second	ambiguous	pitch	in	this	statement	occurs	in	the	fourth	bar	of	page	3	in	the	Trombone	II	part.	The	only	note	of	this	bar,	this	quaver	could	be	read	as	either	an	A-natural	or	B-natural.	As	all	voices	that	cycle	through	the	seven	note	pitch	set	in	this	statement	use	the	same	transposition,	and	none	have	deviated	from	these	pitches	in	any	way,	it	is	likely	that	this	note	should	be	a	B-natural	as	an	A-natural	is	not	part	of	the	pitch	set.	This	finding	is	supported	by	the	draft	manuscript,	where	the	note	is	legibly	marked	as	a	B-natural.	I	have	therefore	clarified	this	note	as	a	B-natural	in	the	new	edition.			A	similar	problem	is	found	in	the	second	statement	of	this	motive.	In	the	second	bar	of	page	9,	the	pitch	of	the	third	semiquaver	in	the	Trumpet	I	part	could	again	be	read	as	either	an	A-natural	or	B-natural.	Following	the	same	investigation	as	for	the	preceding	problem,	I	discovered	no	other	deviations	to	the	seven	note	pitch	set	in	either	transposition	that	is	presented	in	this	statement.	As	an	A-natural	is	not	part	of	the	pitch	set	in	this	voice	it	is	likely	this	note	should	be	read	as	a	B-natural.	Although	clarification	with	the	draft	manuscript	was	not	possible	as	this	page	was	missing,	I	have	clarified	this	note	as	a	B-natural	in	the	new	edition.		A	minor	omission	was	also	discovered	in	this	statement.	In	the	third	bar	of	page	9,	the	Oboe	I	part	was	missing	appropriate	rests	after	the	final	quintuplet	semiquaver	of	this	bar.	Although	clarification	with	the	draft	manuscript	was	not	possible	as	this	page	was	missing,	I	have	added	a	quaver	rest	before	the	final	crotchet	rest	of	this	bar	in	the	new	edition	so	that	the	total	rhythms	of	this	bar	add	up	correctly.		By	the	fourth	statement	of	motive	C,	a	rhythmic	puzzle	has	been	left	by	Butterley	in	the	third	bar	of	page	23.	In	the	Oboe	II	and	Cor	anglais	parts,	the	notated	rhythmic	values	notated	of	this	bar	do	not	add-up	to	the	correct	total	according	to	the	prescribed	time	signature	of	4/4,	instead	exceeding	it	by	the	value	of	a	quaver	(see	photographic	example	3).	As	no	other	parts	in	this	bar	are	rhythmically	over-allocated,	nor	have	any	
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bars	appeared	similarly	in	the	other	statements	of	this	motive,	it	is	likely	that	this	is	another	scribal	error	and	not	intended	to	be	an	uneven	bar	of	9/8.	In	determining	what	should	be	removed	from	these	parts	so	their	measure	conforms	to	the	time	signature	of	4/4,	the	rests	seemed	an	obvious	choice.	A	comparison	of	the	Oboe	I,	Oboe	III,	and	Clarinet	I	parts	which	almost	always	begin	and	end	simultaneously	with	the	Oboe	II	and	Cor	anglais	parts,	confirms	that	the	initial	rest	on	that	bar	should	probably	be	a	quaver	rest,	not	a	crotchet	rest	as	marked.	Although	this	issue	could	not	be	clarified	with	the	draft	manuscript	as	this	page	was	missing,	I	have	amended	these	rests	accordingly.		
Photographic	Example	3:	Rhythmic	puzzle	
		The	comparison	of	the	fifth	statement	of	this	motive	as	presented	in	the	principal	source	to	the	draft	manuscript	yielded	a	number	of	pitch	discrepancies	between	the	two.	In	the	first	bar	of	page	26	in	the	draft	manuscript,	the	first	note	of	the	third	beat	in	the	Cor	anglais	part	appears	as	a	G-sharp,	whereas	a	natural	sign	is	marked	before	it	in	the	principal	source.	In	the	same	bar,	the	second	semiquaver	on	beat	three	of	the	Horn	II	part	in	the	draft	manuscript	also	appears	as	a	G-sharp,	whereas	this	note	is	instead	marked	as	a	G-natural	in	the	principal	source.	Finally,	in	the	fifth	bar	of	this	page,	the	second	semiquaver	of	beat	four	in	the	Horn	II	part	is	clearly	written	as	a	G-natural,	where	in	the	principal	source	this	appears	instead	as	an	A-natural.	Although	my	edition	has	taken	the	musical	text	as	it	appears	in	the	principal	source	as	its	primary	consideration,	these	divergent	readings	warranted	resolution.	In	each	case	these	identified	pitches	formed	part	of	the	seven	note	pitch	sequence,	and	their	appearance	in	
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the	principal	source	matched	the	appropriate	sequence	and	transposition	for	that	instrument	in	this	statement.	I	have	therefore	retained	the	musical	text	as	it	appears	in	the	principal	source	for	these	aforementioned	points.	
	
Motive D Motive	D	is	a	single	monophonic	line	passed	through	various	instrumental	combinations,	though	prominently	by	the	woodwind	instruments	(see	example	10).	Beginning	as	seven	bars	in	its	first	appearance	on	page	5,	Gyger	notes	that	“each	subsequent	statement	loses	four	[crotchet]	beats	from	the	beginning.”142	Gyger	has	also	described	Butterley’s	creative	manner	of	orchestration	of	this	line,	stating	that	it	is	“played	by	a	constantly	shifting	blend	of	instrumental	colours.”143			
Example	10:	Motive	D,	first	statement	
		Throughout	this	motive,	the	slurs	are	on	occasion	written	to	each	successive	note,	rather	than	adhering	to	the	standard	practice	of	grouping	multiple	notes	together	under	a	single	slur.	An	illustration	of	this	notation	style	can	been	seen	in	the	sixth	and	seventh	bars	of	example	10,	and	this	manner	of	notation	was	found	to	be	consistent	throughout	both	the	principal	source	and	the	draft	manuscript.	Similarly,	slurs	are	often	marked	to	begin	from	the	last	of	a	group	of	tied	notes,	or	to	finish	on	the	first	of	group	of	tied	notes.	These	points	were	raised	with	Butterley	as	their	distinction	may	have	be	a	deliberate																																																										142	Gyger,	99.	143	Gyger,	99.	
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	phrase	marking	or	other	interpretative	direction.	On	studying	this	phrase,	Butterley	at	first	indicated	that	this	style	of	slur	notation	implied	expressive	nuances,	however	then	suggested	that	all	notations	should	appear	as	consistent	as	possible	to	the	reader.144	Given	that	this	phrase	is	already	marked	espressivo,	giving	licence	to	the	musicians	to	play	with	nuance,	I	have	adapted	the	slurs	to	conform	to	the	more	common	practice	of	grouping	all	notes	intended	to	be	slurred	under	one	single	slur.			Three	other	editorial	additions	were	also	required	in	this	motive.	In	the	second	statement	the	E-flat	clarinet	part	appears	to	be	missing	a	slur	over	the	five	last	notes	of	the	third	bar	of	page	10.	As	all	other	instruments	sharing	the	monophonic	line	at	this	point	are	slurred,	and	in	prior	occurrences	this	bar	is	always	slurred	by	all	instruments,	its	omission	was	most	likely	unintentional	by	Butterley.	While	clarification	with	the	draft	manuscript	was	not	possible	as	this	page	was	missing,	I	have	added	a	slur	here	in	the	new	edition.		A	similar	case	was	also	discovered	in	the	Horn	III	part	in	the	second	bar	of	page	20.	While	the	Horn	I	part	is	slurred	from	the	first	note	of	this	bar	to	the	first	note	of	the	following	bar,	the	Horn	III	part	is	not.	As	the	Cor	anglais	and	Clarinet	I	parts	which	also	share	excerpts	of	the	same	line	as	the	horns	in	this	bar	are	slurred,	and	in	prior	statements	this	bar	is	always	slurred	by	all	instruments,	it	seems	that	its	omission	was	again	most	likely	unintentional	by	Butterley.	Although	clarification	with	the	draft	manuscript	was	not	possible	as	this	page	was	missing,	I	have	amended	this	accordingly	in	the	new	edition.		In	the	fifth	bar	of	page	20,	the	dotted	quaver	value	in	the	Bass	clarinet,	Horn	II	and	Horn	IV	parts	oddly	appears	with	its	stem	marked	above	the	stave.	In	all	other	statements	of	the	motive	this	note’s	stem	is	marked	below	the	stave,	and	I	have	amended	this	accordingly	in	the	new	edition.		
	
																																																									144	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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Motive E Gyger	observes	that	motive	E	“consists	of	two	layers	each	oscillating	between	two	chords,	whose	pitch-class	content	remains	constant	throughout.”145	Importantly,	each	layer	is	homorhythmic.	A	simple	illustration	of	this	occurs	from	the	second	bar	of	page	six,	where	one	layer	is	shared	by	the	woodwinds	and	horns,	and	the	other	by	the	trumpets	and	trombones.	In	the	second	and	third	statements	of	the	motive,	the	woodwinds	and	the	brass	are	each	assigned	a	layer,	whereas	the	final	two	statements	are	heterotimbral,	where	each	layer	consists	of	combinations	of	both	woodwind	and	brass	instruments.			The	only	editorial	issue	discovered	in	this	motive	occurs	in	its	second	statement.	In	the	second	bar	of	page	8,	a	tie	appears	to	be	missing	from	the	first	to	the	second	note	in	the	Horn	I	part.	As	all	other	parts	that	share	this	homorhythmic	layer	with	the	Horn	I	part	are	marked	with	a	tie,	its	omission	was	most	likely	to	be	unintentional	by	Butterley.	Indeed,	in	the	marked	facsimile	of	Pentad	this	correction	is	added	by	pencil,	and	in	the	draft	manuscript	a	tie	is	present	between	the	two	notes.	I	have	therefore	added	a	tie	in	the	new	edition.		
	
5.4 Reproduction of score characteristics, notational practices and general 
editorial adjustments Through	the	process	of	transcription	Grier	has	warned	of	the	temptation	of	distorting	the	musical	text,	where	the	editor	may	indulge	in	transferring	their	interpretation	of	the	source	material	into	the	new	edition.146	As	he	asserts,	“when	a	written	version	of	the	piece	comes	into	existence,	it	embodies	the	notational	choices	of	the	particular	scribe	responsible	for	the	written	version,	and	reflects	that	person’s	individual	conception	of	the	work.”147	Given	that	Butterley	was	the	scribe	for	the	final	manuscript	of	the	work,	I	considered	it	desirable	to	closely	replicate	as	many	of	the	details	found	within	this	source	as	possible,	and	I	have	followed	the	same	layout,	score	design,	and	notation																																																									145	Gyger,	100.	146	Grier,	The	Critical	Editing	of	Music,	58.	147	Grier,	44-45.	
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designs	in	the	new	edition.	Yet,	a	number	of	these	characteristics	were	found	to	be	inconsistent	in	their	presentation.	Upon	enquiring	with	Butterley	in	the	interview	on	those	that	warranted	discussion,	he	remarked	that	notational	practices	“might	as	well	be	consistent.	I,	as	I’ve	told	you	probably	several	times,	I	tend	to	be	inconsistent.”148	The	discussion	below	examines	Butterley’s	notational	practices,	and	where	issue	or	ambiguity	was	found,	I	have	noted	the	solutions	adopted	for	their	resolution.				Throughout	the	principal	source,	dynamics	have	often	been	marked	to	apply	to	a	group	of	staves	collectively,	rather	than	being	assigned	to	each	stave	individually.	An	illustration	of	this	can	be	seen	in	the	opening	three	bars	of	page	1,	where	each	family	of	instruments	is	assigned	a	single	dynamic	direction,	often	marked	in	the	middle	of	three	or	four	staves	(see	photographic	example	4).	This	shorthand-manner	of	notation	was	likely	a	consequence	of	the	fixed	position	of	the	printed	staves	on	the	manuscript,	which	leaves	little	space	between	to	apply	details	to	a	part	when	ledger-lines	are	marked.	Computer	notation	software,	however,	enables	the	distance	between	staves	to	be	adjusted,	allowing	for	such	markings	to	be	included	above	or	below	each	appropriate	stave.	I	have	therefore	applied	dynamics	to	all	relevant	staves	in	the	new	edition.			
Photographic	Example	4:	Dynamic	marking	for	multiple	parts		
	
																																																								148	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.		
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Another	characteristic	throughout	the	principal	source	is	the	inconsistent	direction	of	note	stems	and	beaming.	Traditionally,	the	stems	of	notes	located	from	the	middle	line	of	the	stave	and	above	are	directed	upwards,	and	stems	of	notes	located	from	the	middle	line	and	below	are	directed	downwards.149	Beaming	follows	the	same	principal,	but	where	a	beam	is	applied	to	two	notes	that	cross	the	middle	line,	McGrain	points	out	that	“the	note	further	from	the	middle	line	determines	stem	direction.”150	However,	this	practice	has	not	always	followed	by	Butterley.	On	viewing	such	examples,	it	became	apparent	that	their	inconsistency	was	again	often	a	result	of	the	fixed	position	of	the	printed	staves	of	the	manuscript	paper;	little	space	was	left	for	appropriate	stem	and	beaming	direction	where	musical	text	was	also	written	the	staves	above	or	below	the	stave	concerned.	As	this	characteristic	was	not	deemed	to	be	integral	to	Butterley’s	conception	of	the	work,	I	have	altered	stem	and	beaming	direction	to	conform	with	common	practice	in	the	new	edition.			Sharp	and	flat	accidentals	in	the	principal	source	are	often	re-notated	within	a	given	bar.	This	differs	from	the	standard	practice	where	any	introduced	accidental	is	applicable	to	each	successive	note	of	the	same	pitch,	unless	adjusted,	in	the	bar	it	is	applied	to.151	At	first,	this	might	seem	a	useful	asset	for	performers,	however	when	this	practice	is	not	always	consistent,	their	absence	raises	the	question	of	whether	subsequent	pitches	should	be	adjusted.	Indeed,	the	omission	of	accidentals	within	a	given	bar	aided	this	investigation’s	discovery	of	errata	in	motives	B	and	C.	Yet	this	practice	has	led	to	a	cluttered	score,	particularly	in	the	statements	of	motive	C	where	up	to	two	accidentals	are	re-notated	twice	in	a	single	bar.	In	the	new	edition,	I	have	followed	the	standard	practice	of	the	use	of	accidentals,	with	the	exception	of	the	contemporary	notation	figures	that	appear	in	the	second	phrase	of	motive	A.	Here,	the	re-notation	of	accidentals	within	each	figure	was	determined	to	be	useful	for	performers	as	the	succession	of	notes	are	rapid	in	speed,	compared	to	the	space	in	which	they	are	notated	in	the	score.	A	specific	pitch	within	each	figure	is	often	altered	by	several	accidentals,	and	so	the	re-notation	here	also	was	deemed	to	be	an	asset,																																																									149	McGrain,	Music	Notation,	26.	150	McGrain,	80.	151	McGrain,	40.	
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rather	than	a	hindrance.	Where	a	specific	pitch	affected	by	a	sharp	or	flat	accidental	occurs	twice	or	more	in	immediate	succession,	the	subsequent	re-notation	of	the	accidental	has	however	been	avoided.			In	the	new	edition,	I	have	also	made	use	of	‘courtesy	accidentals’	to	assist	performers	in	reading	the	musical	text.	Grier	points	out	one	context	of	their	use	is	“when	a	note	appears	an	octave	away	from	a	note	that	is	altered	by	an	accidental.”152	Another	use,	detailed	by	McGrain,	is	their	application	to	a	tied	note	that	has	been	separated	by	a	break	in	page,	or	system.153	Grier	also	notes	the	usefulness	of	‘courtesy	accidentals’	in	twentieth	century	literature.154	As	Pentad	is	a	largely	dissonant	work,	and	this	new	edition	has	been	prepared	with	performers	in	mind,	I	have	adopted	their	use	in	both	contexts	as	specified	by	Grier	and	McGrain	throughout	the	score	and	instrumental	parts.			The	quick,	flourished	figures	that	appear	in	motive	A	are	often	beamed	over	a	barline.	One	example	of	this	occurs	from	the	third	bar	of	page	4	(see	photographic	example	5).	However,	comparing	these	figures	between	the	principal	source	and	draft	manuscript	often	shows	different	points	to	where	each	figure	crosses	over	a	barline.	This	subtle	difference	suggests	that	these	figures	are	not	intended	to	be	rhythmically	measured	according	to	their	proportional	space	to	a	barline.	Nevertheless,	in	the	new	edition	I	have	matched	the	position	in	the	bar	and	the	point	where	each	figure	falls	over	the	barline	as	closely	as	possible	to	the	way	they	appear	in	the	principal	source.			
Photographic	Example	5:	Figures	over	the	barline		
																																																									152	Grier,	The	Critical	Editing	of	Music,	164.	153	McGrain,	Music	Notation,	43.		154	Grier,	The	Critical	Editing	of	Music,	164.	
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In	both	the	principal	source	and	draft	manuscript	ties	are	often	written	in	a	shorthand	manner,	where	each	point	of	a	tie	does	not	align	above	the	two	notes	indicated	to	be	tied	together.	Instead,	a	short	tie	is	begun	from	above	the	second	note	towards	the	preceding	note,	but	never	extending	to	the	full	length	required	to	connect	(see	photographic	example	6).	This	is	most	notable	when	two	notes	of	large	duration	are	tied	together,	where	the	resultant	space	between	them	is	larger	than	that	between	notes	of	a	shorter	duration.	Presumably	to	mitigate	the	unfamiliarity	and	uneasiness	in	reading	this	manner	of	notation,	these	ties	have	often	been	adjusted	in	pencil	in	the	marked	facsimile	of	Pentad	held	by	SSI	to	the	more	normal	practice	of	fully	connecting	a	tie	between	two	notes.	As	the	majority	of	published	scores	today	use	computer	notational	software	where	this	idiosyncrasy,	though	possible	to	reproduce,	is	not	common	practice,	I	consequently	decided	to	not	replicate	this	score	characteristic.		
Photographic	Example	6:	Ties		
	In	bars	empty	of	musical	text	in	a	score	it	is	usually	customary	to	enter	a	‘whole	bar	rest,’	or	semibreve	rest.	However,	in	the	principal	source	Butterley	instead	leaves	these	bars	blank.	Despite	this,	there	are	occasions	when	a	whole	bar	rest	is	present	in	the	score.	This	usually	occurs	where	between	two	entries	of	musical	text,	where	an	instrumental	part	has	a	single	bar	rest,	yet	this	is	not	consistent	throughout	the	score.	This	notation	practice	was	raised	with	Butterley	in	the	interview,	who	instructed	me	to	do	what	was	clearest	for	the	readers.155	After	some	consideration	I	concluded	that	the	absence	of	rests	does	not	impede	users	of	the	score,	and	I	have	replicated	this	characteristic	in	the	new	edition.	In	order	to	be	consistent	with	notational	practices,	I																																																									155	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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have	also	removed	whole	bar	rests	that	appear	in	a	single	bar	between	two	phrases	of	musical	text.			On	occasion	in	motive	B,	where	two	or	more	instruments	share	the	same	voice,	there	are	instances	where	a	specific	pitch	has	been	spelt	enharmonically	in	a	different	way	in	each	part.	An	example	of	this	occurs	on	page	16	of	the	principal	source;	in	the	third	beat	of	the	first	bar,	the	marked	crotchet	in	the	Oboe	II	and	Trumpet	II	parts	has	been	written	as	a	B-flat	and	A-sharp	respectively.	Given	that	this	idiosyncrasy	does	not	affect	the	readability	of	the	musical	text,	nor	diminish	its	integrity,	these	points	have	been	left	in	the	new	edition	as	they	appear	in	principal	source.		Traditionally,	both	orchestral	and	wind	band	full	scores	are	prepared	as	‘transposing	scores.’	This	means	each	stave	in	the	score	is	notated	in	the	transposition	specific	to	that	instrument.	With	the	advent	of	atonality	in	the	early	twentieth	century	some	scores	began	to	be	written	in	sounding	pitch,	with	the	exception	of	the	customary	octave	displacement	of	instruments	such	as	the	piccolo,	celesta,	or	double	bass.156	Usually	delineated	as	a	‘score	in	c,’	its	benefits	include	a	quick	study	of	pitch	without	the	usual	obstacle	of	transposition.157	Both	the	principal	source	and	draft	manuscript	of	Pentad	are	marked	as	and	written	at	sounding	pitch,	not	including	the	piccolo	and	contrabassoon	parts.	As	it	is	Butterley’s	wish	to	retain	the	score	in	c,158	and	there	appears	no	major	benefits	to	its	change,	I	have	preserved	this	aspect	of	his	score	in	the	new	edition.	The	instrumental	parts,	which	are	taken	from	the	new	edition,	however,	follow	the	customary	transpositions	for	each	instrument.			Despite	the	tradition	for	octave	transposing	instruments	to	be	written	an	octave	higher	or	lower	than	they	sound,	at	one	point	in	the	contrabassoon	part	in	the	principal	source	Butterley	indicates	that	the	part	be	played	at	‘actual	pitch.’	Occurring	from	the	fourth																																																									156	David	Charlton	and	Kathryn	Whitney,	"Score	(i),"	Grove	Music	Online.	Oxford	Music	
Online,	Oxford	University	Press,	accessed	July	17,	2016,	http://www.oxfordmusiconline.com/subscriber/article/grove/music/25241.	157	Grier,	The	Critical	Editing	of	Music,	162.		158	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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bar	of	page	11	until	the	first	bar	of	page	12,	this	was	presumably	done	to	avoid	the	use	of	ledger	lines	in	the	handwritten	score.	As	the	use	of	ledger	lines	at	this	point	in	the	computerised	score	of	the	new	edition	does	not	require	excessive	space,	I	have	edited	these	bars	so	that	they	are	written	in	the	conventional	way,	an	octave	higher	than	they	sound,	so	as	to	avoid	any	confusion	on	the	performers	part.			Throughout	the	principal	source,	though	most	notably	in	motives	B	and	E,	successive	quavers	have	been	beamed	into	pairs,	rather	than	the	perhaps	more	common	practice	of	groups	of	four.	This	detail	has	been	regarded	as	characteristic	of	Butterley’s	hand	and	has	been	replicated	in	the	new	edition.	A	similar	notation	practice	of	Butterley	is	the	extension	of	beams	above	rests	which	fall	within	the	subdivisions	of	triplets,	semiquavers,	quintuplets,	sextuplets	or	septuplets.	This	appears	in	motive	C,	and	on	occasion,	in	motive	A.	McGrain	has	identified	this	notation	to	be	beneficial	when	complex	rhythms	are	used,159	and	the	style	has	been	replicated	as	closely	as	possible	in	the	new	edition.			The	triplet	rhythms,	however,	often	are	missing	the	customary	figure	‘3’	above	each	group.		One	example	of	where	this	occurs	is	in	the	first	bar	of	the	Trombone	III	part	on	page	23.	Readers	will	note	that	in	the	following	bar,	this	triplet	does	appear	with	‘3’	above	it.	For	consistency,	I	have	marked	all	triplets	with	the	figure	‘3’	in	the	new	edition.			
5.5 Critical apparatus and introduction As	it	was	determined	that	all	amendments	to	the	musical	text	would	not	be	marked	in	the	score	as	such,	a	critical	apparatus	was	instead	prepared	to	identify	all	changes	made	in	the	new	edition.	Although	Grier	suggests	taking	the	format	from	the	Neue	Schubert-
Ausgabe	as	a	model	for	this,160	I	chose	to	base	my	apparatus	upon	the	perhaps	more	familiar	Neue	Mozart	Ausgabe,	published	by	Bärenreiter.	Each	amendment	is	tabled	by	bar	and	instrumental	part,	and	a	brief	commentary	on	the	amendment	provided.																																																											159	McGrain,	Music	Notation,	100.	160	Grier,	The	Critical	Editing	of	Music,	173.	
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Similarly,	an	introduction	has	been	included	prior	to	the	score	itself,	providing	a	brief	historical	account	of	Pentad’s	composition	and	its	premiere	performance.	The	sources	that	formed	this	edition	have	been	detailed	and	a	concise	account	of	this	method	discussed.	The	work’s	instrumentation	is	provided,	along	with	a	definition	of	the	modern	notational	symbol	used	throughout	the	work.	As	Pentad	frequently	switches	between	three	tempi	–	crotchet	equals	48,	72,	and	108	–	consideration	was	given	to	include	metric-modulations	in	the	score.	Although	Butterley	saw	the	benefit	of	their	inclusion,	he	thought	it	best	to	list	them	at	the	beginning	of	the	score	so	as	not	to	distract	the	performer	with	too	much	information.161	I	have	therefore	tabled	each	metric-modulation	and	included	it	in	the	introduction.	There	is	often	some	ambiguity	in	the	ordering	of	the	notation	values	in	the	modulations,	however	McGrain	has	described	the	most	generally	accepted	practice	as	being;	the	“old	note-value,	followed	by	its	new	equivalent	note-value.”162			  
																																																								161	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	162	McGrain,	Music	Notation,	74.		
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6. Pentad: A Critical Re-examination  
6.1 Performance history Since	its	composition	in	1968,	there	have	been	eight	documented	performances	of	
Pentad.	Seven	were	held	in	the	space	of	twenty	years	following	its	premiere,	and	the	last	occurred	in	2016.	Premiered	by	the	Sydney	Symphony	Orchestra	on	the	29th	of	March	1969,163	Pentad	opened	a	‘Festival	Concert’	of	contemporary	Asian,	Australian	and	European	compositions	by	a	diverse	range	of	composers;	Olivier	Messiaen,	Toru	Takemitsu,	Peter	Sculthorpe,	Isang	Yun	and	Richard	Meale.	Produced	by	the	Australian	Broadcasting	Commission	(ABC)	and	the	International	Society	for	Contemporary	Music	(ISCM),	the	concert	also	was	also	supported	by	the	New	South	Wales	Government	and	the	Council	of	the	City	of	Sydney.			
Table	8.	Performance:	Sydney	Town	Hall,	Saturday,	29th	of	March,	
1969.164	Sydney	Symphony	Orchestra,	conductor	Moshe	Atzmon.			 Nigel	Butterley,	Pentad	(1968)	Toru	Takemitsu,	Music	of	Trees	(1961)	Peter	Sculthorpe,	Sun	Music	IV	(1967)		 Isang	Yun,	Reak	für	Orchester	(1966)		 Olivier	Messiaen,	Le	Réveil	des	Oiseaux	(1953)		 Richard	Meale,	Soon	it	will	Die	(1969)		
Pentad	was	again	performed	on	July	12th	and	14th	in	1969	by	the	SSO	and	Atzmon,	though	it	is	unclear	if	this	was	in	the	same	program,	or	an	included	in	a	new	program.165		
																																																								163	Roger	Covell,	"Some	Music	Makes	Impact,"	The	Sydney	Morning	Herald,	March	31,	1969.	164	Festival	Concert:	Asian,	Australian,	European	Music,	concert	program	notes,	Sydney	Town	Hall,	Saturday,	March	29,	1969,	at	8:00pm.	165	Stephen	Pleskun,	A	Chronological	History	of	Australian	Composers	and	their	
Compositions,	Vol.	2:	1955-1984	(Bloomington,	Indiana:	Xlibris,	2012),	329.	
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Pentad	has	been	performed	twice	more	by	the	SSO,	once	in	1980,	under	Australian	conductor	John	Hopkins,	and	once	in	1989,	under	conductor	Jorge	Mester	in	a	concert	titled	‘ABC	20th-century	concert,’	marking	the	twentieth	year	since	its	premiere.	Details	of	the	1989	concert	are	included	below,	however	a	programme	of	the	1980	concert	has	not	been	discovered.				
Table	9.	Performance:	Sydney	Town	Hall,	Saturday,	15th	of	November,	
1980.166	Sydney	Symphony	Orchestra,	conductor	John	Hopkins.		Program	included	–		Nigel	Butterley,	Pentad		
Table	10.	Performance:	Sydney	Town	Hall,	Saturday,	23rd	of	September,	
1989.167	Sydney	Symphony	Orchestra,	conductor	Jorge	Mester.		 Nigel	Butterley,	Pentad		John	Corigliano,	Clarinet	Concerto		John	Adams,	Harmonielehre		In	addition	to	professional	performances	by	the	SSO,	Pentad	has	been	programmed	by	two	educational	ensembles	and	the	Adelaide	Wind	Orchestra,	a	community	wind	band.	In	1978	Butterley	himself	directed	the	first	performance	of	Pentad	in	the	United	States	with	the	Northwestern	University	Symphonic	Wind	Ensemble	(NUSWE).168	The	program	also	included	a	performance	of	his	Fanfare	and	Processional	(1977)	for	trumpets,	trombones	and	timpani.	The	Canberra	Youth	Orchestra	included	Pentad	in	their	1982	program,	and	the	Adelaide	Wind	Orchestra	featured	the	work	in	a	program	
																																																								166	Pleskun,	A	Chronological	History,	623.	167	Laurie	Strachan,	"Signposts	to	More	Popular	Accord...."	The	Australian,	September	25,	1989.	168	No	performance	materials	of	Pentad	were	discovered	to	be	held	in	the	band	and	university	libraries	of	Northwestern	University.		
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entirely	of	Australian	wind	band	music	in	2016,169	marking	the	first	performance	of	
Pentad	in	over	twenty-six	years.			
Table	11.	Performance:	Pick-Staiger	Concert	Hall,	Saturday,	4th	of	
February,	1978.170	Northwestern	University	Symphonic	Wind	Ensemble,	conductor	John	P.	Paynter,	guest	conductor	Nigel	Butterley.			 Healey	Willan,	Royce	Hall	Suite		 Don	Gillis,	‘Spiritual’	from	Symphony	5½	(arr.	Bainum)		 Nigel	Butterley,	Pentad		 Gunther	Schuller,	Symphony	for	Brass	and	Percussion,	op.	16		 Nigel	Butterley,	Fanfare	and	Processional	
	 Igor	Stravinsky,	Circus	Polk		 Clifton	Williams,	Symphonic	Suite	
	 Malcolm	Arnold,	Tam	O’	Shanter	Overture,	op.	51	(arr.	Paynter)		
Table	12.	Performance:	Llewellyn	Hall,	Tuesday,	20th	of	April,	1982.171	Canberra	Youth	Orchestra,	conductor	Richard	McIntyre.	Johannes	Brahms,	Variations	on	a	theme	by	Haydn	Maurice	Ravel,	Piano	Concerto	for	the	Left	Hand	Nigel	Butterley,	Pentad	Edward	Elgar,	Enigma	Variations	
 																																																											169	“Australian	Stories,”	Australian	Music	Centre,	accessed	July	21,	2016,	http://www.australianmusiccentre.com.au/event/australian-stories	170	Northwestern	University	School	of	Music	Symphonic	Wind	Ensemble,	concert	program	notes,	Pick-Staiger	Concert	Hall,	Saturday,	February	4,	1978,	at	8:15pm.	171	W.	L.	Hoffmann,	"Contrasts	in	an	Excellent	Concert,"	Canberra	Times,	April	21,	1982.	
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Table	13.	Performance:	Concordia	College	Chapel,	Saturday,	9th	of	July,	
2016.172	Adelaide	Wind	Orchestra,	conductor	Bryan	Griffiths.	Nigel	Butterley,	Pentad	Percy	Grainger,	Colonial	Song	David	John	Lang,	Going	on	a	Lion	Hunt	Natalie	Williams,	Pendulum	Matthew	Hindson,	Requiem	for	a	City		
6.2 Background and composition 
Pentad	was	Butterley’s	response	to	a	commission	by	the	University	of	Sydney	to	produce	a	short	orchestral	work	for	the	twenty-first	anniversary	of	the	founding	of	its	music	department.173	Completed	in	December	1968,	its	premiere	by	the	SSO	in	1969	appears	to	have	been	pre-arranged	as	part	of	the	commission.174	Despite	the	availability	of	a	full	orchestra,	Butterley	instead	scored	Pentad	specifically	for	twenty-seven	woodwind	and	brass	instruments.	On	enquiring	with	Butterley	about	this	choice	of	instrumentation,	he	simply	stated	“because	I	wanted	to	write	something	different	to	what	I’d	done	before.	I’d	written	pieces	for	string	orchestra,	I’ve	written	for	full	orchestra,	and	I	wanted	this	piece	to	be	different.”175																																																													172	“Australian	Stories,”	Australian	Music	Centre.		173	Although	the	Sydney	University	Archives	were	searched,	no	record	of	the	commission	was	discoverable.	174	Jones,	“The	Music	of	Nigel	Butterley,”	402.			175	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	
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Table	14.	Instrumentation:	Pentad	(1968)	
Woodwinds	 	 Brass	2	piccolos	 4	horns	2	flutes	 3	trumpets	3	oboes	 	 3	trombones	Cor	anglais	 	 Tuba	3	clarinets	Bass	clarinet	3	bassoons	Contrabassoon			
Pentad’s	instrumentation	however,	was	not	an	isolated	phenomenon	for	Butterley	who	had	previously	explored	writing	for	various	ensembles	featuring	wind	instruments.	Most	notable	amongst	these	was	his	1966	radiophonic	composition	In	the	Head	the	Fire.	Though	including	SATB	choir,	solo	vocalists,	percussion,	piano,	organ	and	shofar,	the	core	instrumentation	of	In	the	Head	the	Fire	is	a	small	wind	ensemble	of	20	players.				
Table	15.	Instrumentation:	In	the	Head	the	Fire	(1966)	
Woodwinds	 Brass	 Other	Instruments	2	piccolos,	including	flute	2	oboes,	including	cor	anglais	2	clarinets,	including	bass	clarinet	2	bassoons,	including	contrabassoon	4	recorders	(sopranino,	descant,		treble,	tenor,	bass)	shofar	
3	trumpets	2	horns	2	tenor	trombones	bass	trombone		
percussion,	timpani,	piano,	organ,	SATA	choir,	tenor	solo,	baritone	solo,	male	speaker	
	 	 	 	Other	earlier	compositions	for	wind	instruments	included	Canticle	of	the	Sun	(1965)	for	three	amateur	instrumental	groups	consisting	of	various	recorders,	flute,	clarinet,	2	cornets,	2	trumpets,	horn,	2	trombones,	euphonium,	tuba	and	percussion,	with	the	option	to	include	strings,	and	Music	for	Sunrise	(1967)	for	a	minimum	of	seven	recorders,	flute,	and	seven	percussion	instruments.	His	interest	in	recorders	also	saw	
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their	inclusion	in	his	first	major	orchestral	work	Meditations	of	Thomas	Traherne	(1968).	Butterley	had	also	written	two	chamber	works	featuring	the	wind	quintet.	His	strictest	serialist	work176	Variations	(1967)	was	written	for	wind	quintet,	piano	and	recorded	piano,	whilst	Carmina,	four	Latin	poems	of	Spring	(1968,	rev.	1990)	is	for	voice	and	wind	quintet.			Given	that	these	preceding	works	prominently	featured	wind	instruments,	Pentad’s	composition	then	appears	to	have	been	a	culmination	of	his	prior	experiences.	Indeed,	Butterley	had	little	knowledge	of	the	existence	and	activities	of	wind	bands	in	Australia	at	the	time,	and	none	regarding	the	small	body	of	repertoire	generated	by	local	composers	following	1945.177	This	suggests	that	Pentad	was	not	conceived	as	a	wind	band	composition	per	se,	but	rather	as	a	work	uniquely	for	wind	instruments.	Its	large	woodwind	section	compared	to	the	brass	was	a	result	of	the	SSO’s	recent	enlargement	from	triple	to	quadruple	woodwinds.	As	Jones	points	out,	this	was	something	Butterley	sought	to	take	advantage	of178	and	is	evident	in	the	work’s	extensive	writing	for	these	instruments.	Butterley	has	accounted	for	Pentad’s	absence	of	percussion	instruments	by	stating	that	“I	was	a	bit	scared	of	percussion	so	I	didn’t	use	percussion.”179			The	work’s	title	is	unusual	amongst	Butterley’s	output	and	was	suggested	by	Frances	Hillier,	a	co-founder	of	the	Beecroft	District	Music	Club.	Butterley,	who	had	earlier	been	involved	in	the	club,	was	friends	with	Hillier.	Although	Butterley	had	already	begun	composing	Pentad,	he	didn’t	immediately	know	what	a	suitable	title	might	be	until	Hillier’s	proposal.180	Hillier	must	have	at	least	been	aware	of	the	form	and	structure	of	the	work,	given	that	her	suggestion	of	‘Pentad’	comes	from	the	Greek	term	pentas	meaning	“a	group	of	five.”181	Butterley	acknowledged	that	finding	a	suitable	title	for	his																																																									176	Gyger,	The	Music	of	Nigel	Butterley,	56.	177	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	November	13,	2016.	178	Jones,	“The	Music	of	Nigel	Butterley,”	402.			179	Quoted	in	Jones,	“The	Music	of	Nigel	Butterley,”	402.		180	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	181	Macquarie	Dictionary,	s.v.	“pentad	(n.),”	accessed	September	6,	2017,	https://www.macquariedictionary.com.au/	
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works	“was	always	a	problem,”	and	took	to	Hillier’s	suggestion.	From	that	moment	he	states	“it	was	her	piece,”182	however	there	is	nothing	to	indicate	that	Hillier	had	any	influence	on	the	work	beyond	its	title.			
6.3 Assessment and description   
Pentad	has	been	identified	by	Gyger	as	“one	of	Butterley’s	most	tightly	constructed	works,”183	and	sits	with	a	number	of	his	other	compositions	from	the	same	period,	all	noted	for	their	abstract	aesthetic:	Variations	(1967),	Refractions	(1969),	Explorations	(1970)	and	the	Violin	Concerto	(1970).	However,	these	works,	with	the	exception	of	
Explorations,	are	largely	in	contrast	with	today’s	general	assessment	of	Butterley’s	music	as	being	primarily	concerned	with	the	communication	of	extra-musical	concepts.184	Butterley	would	reflect	in	1985	that	his	“better	music	is	usually	related	to	some	positive	extra	musical	idea,”185	yet	Pentad’s	frequent	performance	in	the	first	two	decades	following	its	composition	suggests	that	the	work	was	initially	well	received	by	audiences	and	programmers.				In	a	review	of	its	1989	performance	by	the	SSO,	Roger	Covell	asserted	that	“Pentad	wears	its	20	years	well,”	and	“was	reassuringly	alive.”186	However	in	another	review	of	the	same	concert,	Laurie	Strachan	questioned	the	work,	commenting	that	“although	there	was	some	interesting	music	here,	it	was	hard	to	grasp	where	it	was	all	going	and	why.”187	Strachan	would	later	state	that	none	of	Butterley’s	music	had	really	engaged	with	the	general	public,	despite	its	positive	reception	from	his	peers.188	Indeed,	the	
																																																								182	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	October	30,	2016.	183	Gyger,	The	Music	of	Nigel	Butterley,	97.	184	See	Kerry	Gordon,	New	Classical	Music:	Composing	Australia	(Sydney:	UNSW	Press,	2009),	189;	T.H	Naisby,	"Butterley	Scores	50,"	24	Hours:	ABC	FM	stereo	May,	1985:	8.		185	Naisby,	"Butterley	Scores	50,"	8.		186	Roger	Covell,	“Sponge	Cake	Served	with	a	Heady	Mixture,”	The	Sydney	Morning	
Herald,	September	26,	1989.		187	Strachan,	“Signposts	to	More	Popular	Accord....”		188	Laurie	Strachan,	“Beyond	60,”	The	Weekend	Australian,	June	3,	1995.	
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general	aesthetic	of	Pentad	can	be	considered	challenging	for	both	players	and	audiences	to	digest	and	has	been	described	as	“a	febrile,	sour	[s]ound,”189	and	“static	and	restrained.”190	Other	reviewers	have	drawn	attention	to	the	contrasting	textures	of	the	five	motives	and	their	abstract	aesthetic	as	a	reflection	of	the	musical	zeitgeist	of	the	times.	After	its	premiere	performance	in	1969,	Covell	described	Butterley	and	his	music	as	“thoroughly	of	this	day,”191	and	provided	a	concise	account	of	Pentad;	“the	gruff	dense	formations	of	winds	moving	in	stiffly	irregular	rhythms	contrast	absorbingly	with	quick,	sporadic	patterns	of	activity	and	steeply	arching	lyricism.”192		Such	descriptions	of	Pentad	are	comparable	to	a	set	of	characteristics	provided	by	Larry	Livingston,	who	in	1974	reported	on	the	recent	emerging	avant-garde	wind	band	repertoire.	Livingston	explained	that	the	aesthetic	of	these	works	was	“concerned	with	exploring	sound	and	texture	as	a	primary	structural	device.”193	Indeed,	rather	than	developing	in	a	traditional	manner,	Pentad’s	focus	is	instead	on	the	juxtaposition	of	its	five	motives	to	one	another,	and	the	various	trajectories	of	their	content.	Each	motive	is	texturally	contrasting,	and	the	variety	of	their	densities	also	match	Livingston’s	description	of	avant-garde	wind	band	music	in	which	“textures	are	frequently	either	impenetrably	thick	or	sparse	bordering	on	empty.”194			Livingston	also	drew	attention	to	the	use	of	new	or	unfamiliar	notations,	and	the	uncharacteristic	manner	of	the	instrumental	writing	in	these	works.195	Pentad	makes	use	of	a	contemporary	notation,	as	discussed	in	chapter	5.3,	and	Butterley	himself	noted	the	reaction	by	musicians	to	the	challenges	of	his	music	from	the	1960s:	“I	have	a	feeling	that	the	SSO	was	largely	antagonistic	to	new	works	through	that	period.	The	musicians	were	apprehensive	and,	to	composers,	not	really	encouraging.	I	always	felt	on																																																									189	Murdoch,	Australia’s	Contemporary	Composers,	51.	190	Strachan,	“Signposts	to	More	Popular	Accord….”	191	Covell,	“Some	Music	Makes	Impact.”		192	Covell,	“Some	Music	Makes	Impact.”	193	Livingston,	“Band	Music,”	85.	194	Livingston,	82.		195	Livingston,	82.	
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the	outer.	Some	player	would	always	look	for	wrong	notes,	or	would	relish	finding	something	you’d	written	which	was	not	suitable	for	their	instrument.”196			Jim	Samson	has	stated	that	the	term	avant-garde	is	“often	used	loosely	to	describe	any	artists	who	have	made	radical	departures	from	tradition.”197	The	challenges	faced	by	performers	in	Pentad	were	not	only	demonstrative	of	the	dramatic	change	in	Australian	musical	vocabulary,	but	also	a	shift	of	aesthetic	in	Butterley’s	compositional	approach	during	the	late	1960s.	Yet,	the	term	avant-garde	was	not	a	label	that	Butterley	himself	welcomed.	In	a	lecture	to	the	ISCM	1968,	Butterley	declared	“the	word	“avant-garde”	has	been	used	about	Australian	music,	but	for	me	the	word	doesn’t	mean	anything	very	much.	Certainly	the	music	I	write	isn’t	avant-garde	as	far	as	I’m	concerned;	it’s	just	the	music	I	write,	which	has	no	particular	labels.”198			
6.4 Classification within the repertoire and connection to Stravinsky’s 
Symphonies of Wind Instruments Since	its	inception,	there	has	been	ambiguity	regarding	the	classification	of	Pentad	as	either	a	wind	band	or	orchestral	work.	Absent	from	both	the	Australian	Music	Centre’s	(AMC)	1977	catalogue	of	Australian	military	and	brass	band	music199	and	the	1985	catalogue	of	Australian	brass	and	concert	band	music,200	Pentad	was	instead	listed	in	
																																																								196	Quoted	in	Phillip	Sametz,	Play	On!:	60	Years	of	Music-Making	with	the	Sydney	
Symphony	Orchestra	(Sydney:	ABC	Enterprises,	1992),	281.		197	Jim	Samson,	"Avant	garde,"	Grove	Music	Online.	Oxford	Music	Online.	Oxford	University	Press,	accessed	October	12,	2015,	http://www.oxfordmusiconline.com/subscriber/article/grove/music/01573	198	Quoted	in	Nigel	Butterley,	"Butterley	on	Butterley."	Music	now	1,	no.	1	(1969):	30.	199	Australian	Music	Centre,	ed.,	"Catalogue	of	Australian	Compositions	VI:	Military	and	Brass	Band	Music”	(Sydney:	Australian	Music	Centre,	1977).		200	Australian	Music	Centre,	ed.,	"Catalogue	of	Australian	Brass	and	Concert	Band	Music"	(Sydney:	Australian	Music	Centre,	1985).	
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the	AMC’s	1976	catalogue	of	Australian	orchestral	music.201	This	acknowledgment	of	it	as	an	orchestral	composition	reflects	Pentad’s	performance	history,	when	until	2016,	
Pentad	had	been	performed	almost	exclusively	by	orchestral	organisations.	The	work’s	abstract	aesthetic	was	also	in	contrast	to	what	was	traditionally	regarded	as	wind	band	music	at	the	time,	yet	Pentad	is	now	recorded	by	the	AMC	as	a	wind	band	work.202	While	
Pentad	undoubtedly	conforms	to	Battisti’s	definition	of	a	wind	band,	this	past	dichotomy	of	classification	is	indicative	of	two	different	sub-categories	of	wind	band	instrumentation	that	it	reflects.			One	manner	of	describing	the	work’s	instrumentation	is	that	of	a	wind	ensemble.	Fennell’s	establishment	of	the	Eastman	Wind	Ensemble	in	1952	engendered	a	new	approach	and	direction	of	the	modern	wind	band.	A	synthesis	of	the	military	band,	the	concert	band,	and	the	wind	section	of	the	modern	symphony	orchestra,	its	defining	feature	was	its	flexibility	of	instrumentation	and	limit	to	forty-five	players.203	This	was	in	contrast	to	the	traditional	concert/symphonic	band	model	in	the	US,	which	at	the	time	encouraged	numerous	players	per	part.204	Fennell	states	of	the	wind	ensemble	concept,	“it	was	our	hope	that	composers	would	look	upon	this	instrumental	establishment	as	the	basic	instrumentation	from	which	they	could	deviate	should	a	particular	score	require	more	or	less	instruments	than	were	listed.”205		
																																																								201	Australian	Music	Centre,	ed.,	“Catalogue	of	Australian	Compositions:	Orchestral	Music”	(Sydney:	Australian	Music	Centre,	1976).	202	“Pentad:	symphonic	wind	band,”	Australian	Music	Centre,	accessed	April	20,	2016,	http://www.australianmusiccentre.com.au/workversion/butterley-nigel-pentad/3177	203	Frederick	Fennell,	Time	and	the	Winds:	A	Short	History	of	the	Use	of	Wind	Instruments	
in	the	Orchestra,	Band	and	the	Wind	Ensemble	(Huntersville,	NC:	North	Land	Publishers,	2009),	58.	204	Some	university	bands	were	recorded	as	numbering	close	to	one	hundred	musicians,	see	Battisti,	The	Winds	of	Change,	66.	205	Fennell,	“The	Wind	Ensemble,”	12.		
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Table	16.	Instrumentation:	Eastman	Wind	Ensemble	(1952).206	
Reeds	 Brass	 Other	instruments	2	flutes	and	piccolo	 3	cornets	in	B-flat	 Percussion,	harp,	celeste,	2	oboes	and	English	horn		 	or	5	trumpets	in	B-flat		 	piano,	organ,	2	bassoons	 2	trumpets	in	B-flat207	 	harpsichord,	solo	string	contra-bassoon	 4	horns	 	instruments,	choral		1	E-flat	clarinet	 3	trombones	 	voices	as	desired	8	B-flat	(or	A)	clarinets	 2	euphoniums	 		divided	in	any	manner	 1	E-flat	tuba	 		or	fewer	in	number	 1	or	2	BB-flat	tubas	 	1	alto	clarinet	 	 	1	bass	clarinet	 	 	2	alto	saxophones	 	 	1	tenor	saxophone	 	 	1	baritone	saxophone	 	 		Derived	from	the	wind	section	of	the	SSO,	Pentad’s	instrumentation	for	twenty-seven	woodwind	and	brass	instruments	is	consistent	with	the	flexible	nature	of	Fennell’s	wind	ensemble	concept.	Yet	its	omission	of	saxophones	and	euphoniums	compared	to	this	model	instead	suggests	a	closer	association	to	a	number	of	works	based	upon	the	instrumentation	of	the	American	Wind	Symphony	Orchestra	(AWSO).	Often	incorporating	percussion,	these	works	largely	owe	their	existence	to	the	formation	of	the	AWSO	and	its	subsequent	commissioning	project.			Established	in	1957	by	Robert	Boudreau,	the	AWSO’s	instrumentation	was	based	on	a	‘double	orchestra	wind	section,’208	with	added	percussion,	harp,	keyboards,	and	a	string	
																																																								206	Fennell,	The	Time	and	the	Winds,	57.		207	It	is	possible	that	Fennell	intended	the	trumpet	and	cornet	sections	to	instead	read,	“3	cornets	and	2	trumpets,	or	5	trumpets.”	Wind	band	scores	by	Gustav	Holst,	Ralph	Vaughan	Williams	and	Robert	Russell	Bennett	typically	feature	3	cornets	and	2	trumpets	in	their	instrumentation.		
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bass.	Like	Fennell’s	philosophy	of	the	wind	ensemble,	the	AWSO	model	is	built	on	the	concept	of	fluidity	of	instrumentation	and	the	principal	of	non-doubling.209	Not	only	did	many	of	the	works	commissioned	by	the	AWSO	use	a	similar	instrumentation	to	Pentad,		they	were	also	interestingly	of	a	similar	musical	aesthetic.	As	Jacob	Caines	observes,	a	large	number	of	composers	commissioned	by	Boudreau	“were	purposefully	avant-garde	and	from	outside	the	traditional	wind	band	world.”210		
Table	17.	Original	Instrumentation:	American	Wind	Symphony	Orchestra	
(1957)211	
Woodwinds	 Brass	 Other	Instruments	6	flutes	 6	horns	 percussion	2	piccolos	 6	trumpets	 harp	6	oboes	 6	trombones	 keyboards	2	cor	anglais	 2	tubas	 string	bass	6	clarinets	 	 	2	bass	clarinets	 	 	6	bassoons	 	 	2	Contrabassoons		 		Although	these	compositions	reflected	the	ensemble’s	available	instrumentation,	like	
Pentad	their	omission	of	saxophones	and	euphoniums	marks	them	in	clear	distinction	to	Fennell’s	wind	ensemble	concept.	Yet,	there	is	no	indication	that	Butterley	was	directly	commissioned	to	write	a	work	purely	for	orchestral	winds;	the	only	stipulation	appears	to	have	been	that	the	work	be	approximately	12	minutes	in	duration.212	Like																																																																																																																																																																													208	Warren	Dale	Olfert,	“The	Development	of	a	Wind	Repertoire:	A	History	of	the	American	Wind	Symphony	Orchestra,”	(Ph.D.	Thesis,	Florida	State	University,	1992),	xii.			209	Joseph	Edward	Caines,	“Frederick	Fennell	and	The	Eastman	Wind	Ensemble:	The	Transformation	of	American	Wind	Music	Through	Instrumentation	and	Repertoire”	(MArt	Thesis,	University	of	Ottawa,	2012),	74.	210	Caines,	“Frederick	Fennell	and	The	Eastman	Wind	Ensemble,”	76.		211	Battisti,	The	Winds	of	Change,	60.	212	Jones,	“The	Music	of	Nigel	Butterley,”	402.			
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many	of	the	composers	commissioned	by	the	AWSO,	Butterley	was	a	composer	external	to	the	wind	band	movement,	both	locally	and	abroad,	and	upon	enquiring	with	Butterley,	he	revealed	no	knowledge	of	Robert	Boudreau	and	the	AWSO.213	The	resemblance	of	Pentad’s	avant-garde	aesthetic	to	many	of	AWSO’s	commissioned	works	appears,	then,	to	be	purely	coincidental.			
Pentad	does	have	a	number	of	similarities	to	Igor	Stravinsky’s	seminal	work,	
Symphonies	of	Wind	Instruments	(1920,	rev.	1947).	Written	for	twenty-three	woodwind	and	brass	instruments,	Symphonies	is	regarded	as	“arguably	the	most	significant	work	to	be	composed	for	winds	since	Mozart’s	Serenade	no.	10,	K.	361,	‘Gran	Partita.’”214	Initially	including	an	alto	flute	and	an	alto	clarinet	in	F,	its	original	instrumentation	was	similar	to	an	orchestral	wind	section.	Its	revision	in	1947	saw	these	discarded,	and	with	the	addition	of	a	third	clarinet	the	work	closely	resembled	the	standard	instrumentation	found	in	a	modern	symphony	orchestra	wind	section.		
Table	18.	Instrumentation:	Symphonies	of	
Wind	Instruments		(1947)	
Woodwinds	 	 Brass	3	flutes	 4	horns	2	oboes	 3	trumpets	Cor	anglais	 	 3	trombones	3	clarinets	 	 Tuba	3	bassoons,	including	Contrabassoon			Both	Gyger	and	Jones	have	drawn	the	parallel	between	Symphonies	and	Pentad’s	instrumentation,	and	in	particular,	Gyger	has	also	noted	the	similarity	of	their	duration,	tempi	relationships,	and	the	analogous	repetition	of	motives	within	their	structures.215	With	such	similarities	it	seems	possible	that	Pentad	may	have	taken	direct	inspiration																																																									213	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	November	13,	2016.	214	Battisti,	The	Winds	of	Change,	31.	215	Gyger,	The	Music	of	Nigel	Butterley,	100.		
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from	Symphonies,	yet	Butterley	was	not	able	to	recall	if	he	knew	of	the	work	at	the	time	of	composing.	“I	probably	didn’t	know	[wind	works]	at	that	time,	or	more	likely,	it	was	just	getting	to	know,	because	having	to	write	a	piece	for	wind	was	something	I’d	never	done	before,	so	I	wanted	to	hear	what	other	composers	had	done	first.	I	can’t	remember	it	at	this	gap	of	what,	forty	years	or	something.”216		Given	Butterley’s	current	age,217	we	may	never	fully	know	if	he	was	familiar	with	Stravinsky’s	Symphonies	at	the	time	he	was	writing	Pentad;	however,	it	seems	unlikely	that	he	would	have	been	unaware	of	the	work,	given	its	inclusion	in	a	high	profile	concert	by	the	Melbourne	Symphony	Orchestra	(MSO).	Organised	by	the	ABC,	Stravinsky	toured	to	Australia	in	1961	and	held	concerts	with	the	MSO	and	the	SSO.	As	Butterley	was	employed	by	the	ABC	in	Sydney	at	the	time,	it	is	likely	that	he	would	at	least	have	been	aware	of	the	performance	of	Symphonies	by	the	MSO,	although	there	is	no	record	of	him	attending	the	concert.	Although	Symphonies	was	not	performed	in	Sydney,218	Butterley	did	use	his	employment	with	the	ABC	to	his	advantage,	taking	the	opportunity	to	attend	a	rehearsal	when	Stravinsky	appeared	with	the	SSO.219			Stravinsky’s	Symphonies	and	Butterley’s	Pentad	sit	comfortably	in	their	categorisation	as	both	orchestral	and	wind	band	compositions.	It	is	therefore	perhaps	fitting	to	describe	them	as	works	for	‘orchestral	wind	ensemble’,	reflecting	their	absence	of	strings	and	percussion	as	commonly	found	in	an	orchestra,	and	euphoniums,	saxophones	and	percussion	as	typically	found	in	a	wind	band.	Just	as	Stravinsky’s	
Symphonies	is	frequently	performed	by	both	orchestras	and	wind	bands	today,	Pentad,	too,	deserves	equal	attention	from	both	mediums.	Past	performances,	however,	have	predominately	been	from	orchestral	organisations.	My	examination	of	Pentad	in	the																																																									216	Nigel	Butterley	in	discussion	with	the	author,	Sydney,	November	13,	2016.	217	Butterley	was	81	years	of	age	at	the	time	of	interviewing	him.	218	The	concert	program	in	Sydney	consisted	of	Pulcinella,	Symphony	in	Three	
Movements,	Apollon	Musagèttes,	and	excerpts	from	The	Firebird.		219	Martin	Buzacott	and	Australian	Broadcasting	Corporation,	The	Rite	of	Spring:	75	
Years	of	ABC	Music-Making	(Sydney:	ABC	Books,	2007),	309.		
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context	of	the	wind	band	medium	will	hopefully	generate	interest	and	acceptance	of	the	work	from	wind	bands	in	Australia	and	abroad.			  
		 77	
7. Conclusion  
Pentad	was	one	of	eighty-six	Australian	compositions	to	be	commissioned	during	the	1960s.	Its	musical	style	not	only	reflected	Butterley’s	own	development	as	a	composer	at	the	time,	but	also	the	adoption	of	a	modernist	aesthetic	in	Australian	music.	Pentad’s	strong	parallels	to	the	emerging	avant-garde	repertoire	within	the	wind	band	medium,	however,	was	purely	coincidental,	as	Butterley	had	limited	knowledge	of	wind	band	compositions	and	the	activities	and	developments	of	the	medium,	both	locally	and	abroad.	Following	on	from	a	number	of	his	prior	works	that	prominently	featured	winds,	Pentad’s	instrumentation	was	conceived	from	Butterley’s	desire	to	compose	a	work	solely	for	winds	–	a	mark	of	difference	to	his	other	works	for	large	ensemble	–	and	its	balance	of	sixteen	woodwind	and	eleven	brass	instruments	reflected	the	size	and	instrumentation	of	the	wind	section	of	the	Sydney	Symphony	Orchestra	who	were	engaged	to	premiere	the	commission.			
Pentad’s	frequent	performance	in	Australia	by	orchestral	organisations	during	the	first	twenty	years	following	its	composition	was	likely	a	result	of	support	by	conductors,	academics	and	critics	for	Butterley,	his	generation	of	Australia	composers,	and	the	progressive	style	of	music	they	represented.	Yet	despite	receiving	its	US	premiere	by	the	Northwestern	University	Symphonic	Wind	Ensemble	in	1978,	Pentad	failed	to	enter	into	the	broader	wind	band	repertoire.	This	appears	to	be	due	to	the	work’s	absence	in	various	wind	band	catalogues,	and	its	distinct	instrumentation	which	more	closely	resembles	an	orchestral	wind	section,	rather	than	a	traditional	wind	band.	Indeed,	the	work	is	not	recorded	as	having	been	performed	by	wind	band	in	Australia	until	2016,	a	performance	which	was	a	direct	result	of	this	study.				Formed	through	consultation	with	the	composer	himself,	the	critical	examination	of	his	final	autograph	manuscript	and	draft	manuscript	of	the	work,	and	of	a	score	marked	for	performance,	I	believe	this	new	edition	of	Pentad	is	as	close	a	representation	of	Butterley’s	vision	of	the	work	as	can	be	achieved.	Importantly,	the	transference	of	the	musical	text	from	handwritten	score	to	computerised	form	has	mitigated	against	its	future	potential	corruption	or	destruction.			
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Conceived	as	a	work	for	orchestral	woodwinds	and	brass	forces,	Pentad’s	inclusion	amongst	an	Australian	wind	band	repertory	is	perhaps	not	entirely	unfitting,	yet	its	modernist	and	abstract	aesthetic	makes	for	challenging	listening	by	both	performers	and	audiences	who	might	be	more	accustomed	to	the	traditional	idioms	associated	with	the	medium.	Gyger’s	observation	of	Butterley’s	music	perhaps	resolves	such	obstacles	to	Pentad’s	performance,	while	highlighting	his	unique	approach	to	composition	-			 “Butterley’s	music	is	often	reluctant	to	yield	up	its	secrets	quickly:	the	fifth	or	tenth	hearing	of	a	Butterley	work	may	be	substantially	more	revelatory	than	the	first.	Their	most	polemical	aspect	is	precisely	their	refusal	of	polemic,	at	a	time	when	stylistic	positions	were	being	staked	out	and	defended	with	evangelistic	fervour.”220		By	creating	a	new,	performable	edition	of	Pentad	complete	with	instrumental	parts,	I	hope	that	this	new	edition	will	enable	the	work	to	reach	new	audiences	in	Australia	and	abroad,	along	with	the	recognition	of	its	distinct	position	amongst	the	ever	growing	Australian	wind	band	repertory.		
																																																								220	Elliot	Gyger,	“Nigel	Butterley	and	the	Problem	That	Wasn’t,”	Resonate	Magazine	February	28,	2008,	accessed	September	30,	2015,	http://www.australianmusiccentre.com.au/article/nigel-butterley-and-the-problem-that-wasn-t		
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8. Recommendations for further research Although	examining	Pentad	as	Butterley’s	contribution	to	the	Australian	wind	band	repertory,	this	study	has	revealed	a	number	of	works	previously	unrecognised	by	researchers	in	this	field	(listed	in	chapter	3.5).	This	warrants	further	investigation	of	these	compositions,	their	contribution	to	the	repertoire,	and	if	found	to	be	in	an	unsuitable	condition	for	performance,	new	editions	created.	Such	efforts	would	advance	the	local	and	historical	tradition	of	the	wind	band	movement	in	Australia.			Similarly,	a	number	of	Butterley’s	earlier	compositions	may	require	investigation	into	their	performance	suitability,	particularly	his	radiophonic	work	for	wind	ensemble,	choir	and	soloists,	In	the	Head	the	Fire.		
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Appendix A: Transcript of interview with Nigel Butterley 	 	
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Interviewee	–	Nigel	Butterley	Interviewer	–	Bryan	Griffiths		PART	ONE	Date	–	30th	October,	2016.	Time	–	2:30pm		
Time:	0:02:27	–	0:09:42	BG		But,	Beecroft	had	some	significance	to	you,	with	the	Beecroft	Music	Club.		NB	Yes,	that	was	much	later.			BG	Yes,	could	you	tell	me	about	that	perhaps?		NB	Yes,	well	there	was	a	friend	of	ours	called	Dennis	Hillier.	I’m	just	wondering	how	we	meet	the	Hilliers.	Can’t	remember	that.	But	Dennis	had	a	job	in	the	city	not	far	from	Town	Hall	Station.	I’m	not	quite	sure	where	he	was,	it	was	an	administrative	job.	And	I	used	to	get	the	train	in	at	that	time	to	go	to	the	ABC,	or	it	might	have	been	a	different	period.	But	anyway,	I	used	to	go	to	town	and	travel	in	the	train	with	Dennis	…	Frances	Hillier	and	Dennis	was	the	person	who	organised	her.	He	did	for	her	what	Tom	does	for	me.	He	stopped	her	from	going	off	and	singing	something	that	she	wasn’t	any	good	at,	and	wouldn’t	actually	record,	and	not	spending	her	time	making	a	pudding	or	something	...	But,	Francis	had	a	good	voice.	She	was	not	a	young	woman	by	that	time.	She	would	have	been	I	suppose,	because	a	good	singer	can	be	up	to	about	twenty,	or	twenty-five,	they’re	getting	old	for	a	singer.	She	had	been	a	successful	singer	in	Brisbane.	And	so	when	she	came	to	Beecroft	her	newish	husband	Des	was	very	proud	of	her	because	she	had	made	the	most	of	every	opportunity	with	her	voice.	And	wanted	to	sing	as	much	new	music	as	she	could.	So	Dennis	went	berserk	and	every	composer	he	met	he	asked	them	to	write	something	for	him.	And	Ian	Farr	liked	them	both	very	much	
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indeed,	and	when	he	sometimes	used	to	come	and	see	us	–	I	don’t	think	he	ever	stayed	at	Beecroft,	but	he,	I	can’t	remember,	but	he	used	to	certainly	come	and	see	us	at	Beecroft	…	Yes,	I	travelled	to	town	in	the	train	as	I	said	with	Dennis,	her	husband	and	he	started	the	Beecroft	District	Music	Club.	Mainly	so	that	he	could	advertise	her	and	give	her	the	opportunity,	not	so	much	that,	but	give	her	the	opportunity	to	of	singing,	because	she	had	left	Brisbane	where	she	had	a	lot	of	connections	and	now	he	had	moved	to	Sydney	to	an	important	job	which	he	was	able	to	get	in	the	city.	And	so	he	and	I	used	to	get	the	train	very	often.	He’d	chat	on	about	her	and	I’d	chat	on	about	what	I	was	doing	and	it	was	a	very	enjoyable	and	important	sort	of	relationship.		BG	Did	she	have	something	to	do	with	Pentad,	the	title	perhaps?			NB	Yes,	absolutely.	This	was	a	bit,	I	forget	what	stage	it	was,	but	I	remember	distinctly	coming	up	from	Beecroft.	In	those	days	there	were	stairs	going	down	under	the	railway	line,	and	then	you	went	up	a	little	ramp.	It	was	all	very	nice	and	the	other	side	of	the	line	was	very	nice	too	…	I	remember	coming	back	home	from	being	in	town	and	I’d	gone	to	town	that	morning	with	Des	in	the	train.	She	knew	that	he’d	be	getting	off	this	train	and	thought	I	would	probably	be	too	and	she	came	down	and	said,	you	ought	to	call	it	
Pentad.	And	I	said,	well	what’s	that?	And	she	said	well	that’s	five,	the	word	five;	pentagraph,	pentography,	and	all	that	sort	of	thing.	She	was	a	very	intelligent	woman	and	she	said,	that’s	what	you	should	call	it,	Pentad.	And	so	I	said	yes	Frances,	and	from	that	moment	it	was	her	piece.			BG	So	she	knew	you	were	already	composing?		NB	Oh	yes.	I’d	already	started	this	piece	and	I	needed	a	title	and	that	was	always	a	problem,	because	I’d	start	writing	a	piece	of	music	and	I	didn’t	want	to	call	it	Prelude	in	C	or	something.	I	wanted	to	call	a	piece	with	an	interesting	name	and	I	got	this	tendency	mainly	from	Kathleen	Raine	and	by	also	my	teacher,	of	composition,	who’s	name	I	can’t	
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remember	now	…	[Hillier]	knew	I	had	to	write	a	piece	for	five	instruments,	because	I	was	writing	it	for	the	Beecroft	district	music	club	and	Des	organised	for	money	for	an	actual,	real	commission	for	me	because	he	was,	they	were	both	very	concerned	that	I	and	other	people	shouldn’t	just	do	things	because	it	was	nice	to	do.	And	I	could	have	easily	said,	oh	I’ll	just	write	this	piece.	But	I’m	very	slow,	and	I’ve	always	been	very	slow	at	writing.	So	there	was	no	point	in	saying,	oh	I’ll	just	write	this	for	you,	because	Andy	Ford	could	do	that.	Andy	Ford	could	say,	oh	yes	I’ll	write	this	piece	for	you,	yes,	and	you	need	it	soon	right?	Next	morning	he’d	turn	up	with	it.		BG	Oh,	so	you	were	already	composing	Pentad,	and	Frances	Hillier	knew	that,	and	you	didn’t	want…		NB	She	knew	I	had	to	write	a	piece	for	five	instruments,	because	I	was	writing	it	for	the	Beecroft	district	music	club	and	Des	organised	for	money	for	an	actual,	real	commission	for	me	because	he	was,	they	were	both	very	concerned	that	I	and	other	people	shouldn’t	just	do	things	because	it	was	nice	to	do.	And	I	could	have	easily	said,	oh	I’ll	just	write	this	piece.	But	I’m	very	slow,	and	I’ve	always	been	very	slow	at	writing.	So	there	was	no	point	in	saying,	oh	I’ll	just	write	this	for	you,	because	Andy	Ford	could	do	that.	Andy	Ford	could	say,	oh	yes	I’ll	write	this	piece	for	you,	yes,	and	you	need	it	soon	right?	Next	morning	he’d	turn	up	with	it.		BG	So	you	were	a	lot	more	deliberate,	or	perhaps	just	took	a	little	bit	more	time	to	compose?		NB	Yes,	it	took	me	more	time.	Someone	like	Andy	has	a	very	good	technique	indeed,	and	a	fluent	technique.			
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Time:	0:15:16	–	0:16:09	BG	So	when	you	were	writing	Pentad	in	1968,	can	you	describe	to	me,	you	know,	your	compositions	from	that	period,	and	perhaps	any	influences	and	inspirations	you	that	you	found?		NB	Well	I	was	influenced	of	course	by	the	music	I	played,	and	I	played	largely	English	music,	and	I	liked	English	music.		BG	Can	you	be	a	bit	more	specific?	What	type	of	English	music?		NB	Vaughan	Williams	was	my	favourite	composer.	When	I	won,	when	I	came	top	in	the	state	in	the	leaving	certificate	in	nineteen-fifty	something,	the	person	who	came	first	was	a…	What’s	the	well	known	conductor,	Australian	conductor?		
	
Time:	0:17:02	–	0:18:32	BG	But	just	coming	back,	you	mentioned,	particularly	when	you	were	still	at	school,	Vaughan	Williams	was	someone	who	you	listened	to	a	lot	of	his	music.	But	what	about	in	the	late	60s?	What	were	you	listening	to	perhaps?		NB	The	late	60s,	well	1966	was	when	I	wrote.		BG	Well	‘66	was	In	the	Head	the	Fire,	yes.		NB	That’s	the	key	year,	that’s	the	keyword,	the	time	when	I	wrote	In	the	Head	the	Fire.	I’ve	probably	rattled	on	about	that	before	have	I?		
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	BG		Not	yet		NB	and	Pat	Kirkwood?		BG	Please	tell	me.		NB	Yes,	well	that’s	very	important	and	I	can	go	on	like	that	flat	out,	because	In	the	Head	the	
Fire	was,	the	opportunity	to	write	that,	it	became	my	most	important	piece	up	until	that	time.	And	it	remains	one	of	the	two	or	three,	two,	perhaps	there	may	be	five	pieces.	I’m	thinking	of	my	fourth	string	quartet	which	was	an	important	piece	because	it	was	different	from	what	I	had	done	before.	And	then	a	piece	which	I	wrote	for	Chris	Williams.			BG	But	In	the	Head	the	Fire	Nigel,	how	is	that	different	and	important	to	all	your	other	previous	works?		NB	Yes,	because	it	was	for	radio.		BG	Right!		NB	I	had	to	write	a	piece	written	especially	for	radio.		
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Time:	0:23:38	–	0:32:06	BG	Well,	we	tried	to	move	a	little	bit	onto	Pentad.			NB	
Pentad,	yes.			BG	So	that	was	written	in	1968	and	it	was	commissioned	by	the	University	of	Sydney.		NB	Yes.		BG	And	we’ve	already	discussed	a	little	bit	about	how	Frances	Hillier	had	to	do	with	the	title,	Pentad.		NB	Ah	yes,	I	had	been	asked	to	write	a	piece.	Can	I	just	look	at	the	score?		BG	Certainly.		NB	Just	seeing	my	own	writing	of	the	score.		BG		Yes		NB	Might	give	me	a	bit	more.			
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BG	Well,	it	might	be	good	for	me	to	ask	actually	now,	as	you	are	opening	the	score.	This	is	in	your	hand,	isn’t	Nigel?			NB	Yes		BG	This	is	your	own	handwriting?			NB	Oh	yes,	absolutely.	I	tried	to	write	neatly	and	I	did.	You	know,	that’s	what	people	complained	about,	particularly	instrumentalists	who	had	the	parts	copied	out	by	me.	What	they	complained	about	quite	rightly,	were	that	the	notes	were	tiny,	and	then	if	you	look	closely.		BG		I	mean,	I	can	read	that	okay.		NB	Yes,	its	neat	and	its	readable,	but	for	a	player	who	is	concentrating	on	his	own	part,	and	has	to	be	aware	of	what	the	other	parts	are	doing,	it’s	better	to	have	his	own	part	here	and	some	sort	of	cue	sheet	above	it.		BG		I	understand.		NB	I	suppose	they	still	do	something	like	that.	I	have	no	idea	what	they	do	now	at	all.	So	here	there	this	whole	lot	of	pieces	and	with	a	little	line	through	there.	Because	I’d	learnt	that	from	the	sort	of	music	I	was	playing.			
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BG	Oh,	so	you	are	referring	to	that?		NB		That	little	[sings],	as	fast	as	possible		BG	Yes		NB	And	you	write	all	the	notes	close	together	and	you	put	a	slash	at	the	beginning.			BG	Can	you	remember	who	you	learnt	that	from?	Or	it	was	some	other	music	you	saw	it	from	perhaps?		NB	Oh	well,	I’d	need	to,	I	wish	I’d,	I	mean	I	hope	I’ve	kept	quite	a	lot	of	music	by	other	people	which	I’ve	played.	That	would	show	quite	clearly,	but	that	was	a	standard	thing	that	composers	did	in	those	days.	If	you	had	a	lot	of	notes	and	you	wanted	them	played	as	quickly	as	possible,	you’d	all	write	them	all	closely	together	with	one	…	beam,	right	across	the	top,	and	a	little	slash	from	left	to	right	before	it,	and	that’s	what	it	meant	and	everyone	knew	that’s	what	it	meant.		BG	Just	having	a	look	at	those	figures,	this	is	jumping	to	an	editorial	question	now	Nigel,	so	if	you	have	a	look	at	some	of	them,	it’s	unclear	to	where	the	slur	begins	from.	Does	it	begin	from	the	second	note	or	the	first	note?	And	same	with	this	one	here,	and	in	the	other	places	this	occurs	in	the	score,	this	figure,	it’s	also	like	that.	So	the	question	is,	was	it	a	deliberate	thing	to	start	them,	you	know,	from	different	points?		NB	Meant	to	start	there	and	there,	but	not	anything	else.	
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	BG	So	the	slurs,	do	you	think	they	should	start	from	the	first	note	or	the	second	note?		NB	Oh,	from	the	first	note.		BG	From	the	first	note?		NB	I	think	so.		BG	Yes		NB	That’s	what	it	does	there		BG	Yes,	at	an	earlier	point,	yes.		NB	That’s	quite	clear.	I	think	if	you	take	this	particular	figure	here,	in	bar	whatever	it	is,	take	that	figure,	I	think	that’s	a	good	example	of	something	that’s	played	fast.	If	it	didn’t	have	that	slash,	you	could	just	go	[sings],	but	when	you’ve	got	that	you	can	go	[sings].	That’s	what	that	means.			BG	But	similarly,	the	slur,	I	mean	that’s	clearly	marked	from	the	first	note,	isn’t	it?	The	slur?		NB	Yes	
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	BG	And	do	you	think	that	should	apply	to	the	other	cases	to	where	it’s	a	bit	ambiguous	to	where	the	slur	starts	from?		NB	Well,	these	are	the	same	notes,	aren’t	they,	for	quite	a	lot	of	the	time.		BG	They	do	similar	things,	yes.		NB	Similar,	yes	they’re	similar.	Ah,	so	what	was	your	actual	question,	because	we	are	dealing	with	semiquavers	here	and	quavers	here?		BG	Well,	if	you	have	a	look	at	those,	each	of	these	figures	that	have	the	slash	through	them…		NB	Yes		BG		Each	time	they	come,	the	slur	is,	sometimes	it	is	very	clearly	marked	from	the	first	note.		NB	Yes		BG	And	in	other	examples	it	is	a	bit	unclear	if	it	should	start	from	the	first	or	second	note	of	the	figure.		NB	Ah	yes,	well	I.	Quite	clearly	that	goes	there.	
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BG	Yes		NB	And	that	one’s,	but	it’s	got	two	little	notes	left	over,	doesn’t	it.		BG	Well,	I	think	that’s	copying	the	other	previous	examples.		NB	Yes		BG	But	I,	we’re	still	looking	at	the	first	note	Nigel,	for	the	slur.		NB	For	the	slur?		BG	Yes,	perhaps	let’s	look	at	another	example.			NB	First	notes	of	the	slur,	but	then	they	seem	to	end	at	different	places.		BG	Well,	I	think	in	that	example	that’s	like	that,	but	if	I	show	you	to	the	first	example.		NB	Yes.		BG	It	might	be	a	bit	clearer	for	you	to	see.	So	I’m	still	a	bit	unsure	about	where	the	slur	should	begin	from	in	each	of	these	examples.	You	can	see	from	the	top.	
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	NB	That	note,	of	all	these?		BG	Yeah,	in	the	flute	and	piccolo	parts.		NB	Ah,	piccolo	part,	yes.	That	goes	the	whole	way.		BG	But	where	does	it	begin	from	Nigel?		NB	It	begins	from	the	first	note.		BG		From	the	first	note,	so	the	slur	should?		NB	Yeah,	because	that’s	tied	to	the	bar,	the	thing	across	the	top,	the	first	note’s	there,	there’s	a	little	tiny	tie	there.		BG	Yes,	I	was	just	saying	for	my	eyes,	the	slur	is	sometime	a	little	bit	unclear.	I	mean,	if	you	have	a	look	at	this	example	in	this	bar.		NB	Ah		BG		The	slur	seems	to	begin	from	the	B-flat,	rather	from	the	D,	which	is	the	first	note.		
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NB	Yes		BG		Do	you	think	it	should	be	that?		NB	Yes,	definitely	the	D,	because	it’s	pointing	to	the	D,	isn’t	it.		BG	Yeah,	well	it	could	be	[laughs].		NB	Well	it	is,	its	going,	its	only	got	a	tiny	bit	to	go	before	it	reaches	the	D.		BG	Sure,	no	problem.		NB	So	I	didn’t	want	to	mess	up	there,	make	it	look	messy.		BG	Yes		NB	That’s	why	I	didn’t	actually	attach	it	to	the	D	I	should	think.		BG	No,	that’s	fine		NB	Because	I	tried	to	make	my	clear	scores,	look	as	clear	as	possible.	Because,	I’d	learnt	fairly	early	that	I	wrote	very	messy,	childish	sort	of	manuscript	indeed.	And	I	had	to	
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move	gradually	from	that	to	a	handwritten,	but	very	clear	score.	And	I	tried,	but	I’ve	never	succeeded,	or	really	wanted	to	write	with	a	computer	or	anything.			BG	Yes		NB	I	always	want	to	write	by	hand.			BG	Okay,	so…		NB	And	I’m	not	the	only	composer	who	does	this.	I	think	Andy	Ford	does	it,	but	I’m	sure	lots	of	famous	composers	do	that	too.	Samuel	Barber	for	instance,	yes.			BG	Okay,	so	just	coming	back	to	this,	so	I	mean,	as	you	have	mentioned,	the	slur	for	you	is	clearly	marked	from	the	first	note.		NB	Yes		BG	So	in	all	the	other	examples	I	come	across,	Nigel,	in	this	little	motive,	I’ll	put	the	slurs	beginning	from	the	first	note?		NB	Yes		BG	Okay		
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NB	I	think	that’s	the	idea		BG	Okay,	excellent.		NB	It	might	as	well	be	consistent.	I,	as	I’ve	told	you,	probably	several	times,	I	tend	to	be	inconsistent.			BG	Yes		NB	Because	I,	it	takes	me	a	long	time	to	write	a	piece.	So	there	could	have	been	a	week	or	a	month	between	this	page	and	the	next.			BG	Yes		NB	On	the	other	hand,	I	sometimes	had	leave	from	whatever	work	I	was	doing,	and	I’d	concentrate	on	the	piece,	and	sometimes	that	would	be	quite	fluent	and	productive,	and	particularly	when	I	was	in	England	and	working	with	Priaulx.		BG	Right,	okay	that’s	interesting.	
	
Time:	0:32:41	–	0:33:16	BG	So,	is	this	your	final	score	of	Pentad	do	you	think?			
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NB	Oh	yes.		BG	Okay,	that’s	good	to	know.		NB	Oh	yes,	I	wouldn’t	have	gone		BG	To	this	much	trouble?	[laughs]		NB	Let	out	to	anyone	else	go	to	the	trouble	of	copying	it,	if	it	weren’t	the	final	score.	No,	everything	I	wrote,	I	wanted	it	to	be	the	finished	thing.	And	I’d,	if	it	looks	unfinished,	then	it	is	unfinished,	because	usually	I	was	so	pleased	to	have	gotten	rid	of	the	thing,	that	I	wrote	a	double	line	at	the	end	and	wrote	the	date	down	at	the	bottom	when	I	finished	it.		
	
Time:	0:49:00	–	0:50:35	BG	Nigel,	thank	you	for	sharing	that	story.	Can	I	just	pick	up	on	something	you	said?	You	mentioned,	in	the	Italia	Prize,	one	of	the	conditions	of	the	piece	that	you	had	to	write,	was	that	it	had	to	be	related	to	something	non-musical,	and	obviously	you’ve	just	described	the	dead	sea	scrolls.			NB	Well	that	was	only	one	thing.		BG	Of	course.			
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NB	Right,	yes.		BG	If	I	jump	over	to	some	of	your	works	after	In	the	Head	the	Fire.	So,	Pentad	in	1968	one	of	them,	Explorations.		NB	Ah,	now	you’re	getting	closer,	because	that’s	a	very	rare	piece,	Pentad,	because	its	about	the	structure	of	the	piece.	There’s	nothing	much	like	that.	Most	of	my	music	has	an	extra-musical	idea	behind	it,	and	that’s	what	helps	me	to	write	music.	If	I’d	only	had	the	rules,	as	I	think	[inaudible],	then	it’d	be	much	harder.	But	if	I’m	thinking	of	that	particular	picture,	or	of	a	garden.	Certainly	gardens	have	had	an	influence	on	me.			BG	So,	when	you’re	writing	music	that’s	not	extra-musical,	how	does	it	come	about?		NB	Oh	well	then,	Pentad,	as	was	I	said,	was	influenced	by	a	person.	It	was	she	who	put	me	onto	the	dead	sea	scrolls.			
Time:	0:51:41	–	0:55:57	BG	Shall	we	jump	back	into	some	editorial	questions?			NB	Anything	you	like		BG	So,	Pentad,	the	score	you	have	here.	It’s	all	in	C,	so	concert	pitch.	Would	you	like	me	to	keep	the	new	edition	as	in	c,	or	would	you	prefer	that	I	transpose	it?			
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NB	Well,	I’d	prefer	it	this	way.		BG	Certainly		NB	Unless	you	say	that	no	one	can	read	that	sort	of	score	now,	oh	no	no	you’ve	got	to	have	it	all	transposed.		BG	Well	no,	its	common	to	have	untransposed	scores.		NB	Yes,	yes.	Well	that’s	what	I	wrote	and	that’s	what	I	want.	Because	that’s	how	I	thought	of	it.		BG	Yes.			NB	Yes.		BG	Not	a	problem	Nigel.	Okay,	just	have	a	look	at	some	of	these	bars	here	Nigel.	I’m	showing	Nigel	the	first	page,	and	you	can	see	instruments	when	they	don’t	have	anything	to	play,	the	score	is	just	empty,	rather	than	putting	a	semi-breve	rest,	you	know.		NB	And	the	word	tacet.			
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BG	Or	like	that.		NB	Or	yes,	just	the	semi-breve	rest.		BG	Would	you	like	me	to	copy	how	you	have	done	it,	or?		NB	No.		BG	Oh,	you’d	like	it	to	have	rests	there?		NB	Well,	whatever	you	think	is	most	appropriate	in	this	particular	point.	There	may	be	another	place	later	in	the	score	where	you	might	make	a	different	decision.	Here	these	bars	are	very	close	to	each	other,	it’s	all	very	continuous,	in	other	places	perhaps	it’s	a	bit	different,	but	you	make	a	decision	of	whatever	is	most	clear	for	the	reader,	the	conductor,	the	players.			BG	Not	a	problem,	I’ll	have	a	think	about	that.	Thanks	for	that.		NB	So	that’s	your	decision.		BG		Okay,	we’ve	done	the	slurs	and.	Oh,	the	dynamics.	Here	we	go.	So	looking	at	the	first	page	again	Nigel.	You	can	see	in	the	trumpet	parts,	and	the	trombone	and	the	tuba,	you’ve	got	mezzo-forte	written,	but	reading	it,	I’m	a	little	bit	unsure	where	it	should	
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apply;	which	beat	it	should	apply	to?	I	mean,	if	you	look	at	the	tuba	part,	the	mezzo-forte	clearly	applies	to	the	second	beat.		NB	Yes,	but	it’s	in	the	middle.		BG	Yes,	in	the	trumpet	and	trombones.	Do	you	think	that	should	be	on	the	second	beat	too?		NB	Well	I	think	this	gives	the	right	impression.		BG		So	that	was	a	little	crescendo	you	drew	in.		NB	Yes,	well	I	think	that’s	probably	what	I	meant.	As	I	said	I	was	always	lazy	at,	in	that	sort	of	thing.	But	it	looks	right,	doesn’t	it.	I’ve	written	that	mezzo-forte	there,	and	I’ve	written	it	here	with	a.		BG	You’ve	pencilled	in	a	crescendo	since.		NB	A	crescendo	sign,	yes.	So	I	think	that’s	what	it	should	be	all	the	time.			BG		Not	a	problem.			NB	So	I’ve	got	the	mezzo-forte	in	the	middle	of	that	bar.	So	what	that	means,	I	think,	is	there,	doesn’t	it?	How	many	beats	in	the	bar?	Four?	One,	two,	three.	One,	two,	three.	One,	two,	three.	One,	two,	three,	four,	five.	That	sounds	right	to	me.		
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	BG	So	looking	at	the	second	bar,	it’s	the	same	thing	with	the	forte,	isn’t	it?		NB	Yes,	four-four,	four-four,	four-four.	Sorry?			BG	Sorry	to	interrupt.	The	forte	lines	up	with	the	other	entries,	up	here,	on	the	second	beat.		NB	Oh,	yes.	That’s	got	forte	for	them	all,	except	the	top	one	which	should	have	it.	That’s	quite	clear.		BG	That	is,	but	these	parts	that	have	the	forte	in	the	middle	of	their	note,	do	you	think	that	again	should	line	up	with	the	other	entries	up	here?	So	you’ve	got	the	clarinets	entering	on	the	second	beat.		NB	Yes		BG	When	they	come	in	forte.			NB	Well	they	should	come	in	on	the	second	beat	too.			BG	Second	beat	too,	on	the	trumpets	and	trombones.			NB	So	you’d	go,	[sings],	there.		
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	BG	Not	a	problem.		NB	That’s	much	clearer.	This	is	the	sort	of	thing	you	do	as	editor.		BG	We	sit	down	and	look	at	all	this	stuff.			NB	That’s	what’s	needed.	
	
Time:	1:00:20	–	1:09:03	BG	Okay,	so	the	little	crescendo	that	you	sort	of	sketched	in	the	other	day,	you	reckon	that’s	probably	not	appropriate?	You	want	to	keep	the	dynamic	change	a	sudden	thing?			NB	I	think	so.			BG	Not	a	problem.	Okay,	so	the	sudden	change	should	be	when	the	other	instruments?			NB	But	the	trumpets	are	different.		BG	Well,	they	start	at	a	softer	dynamic	yes.			NB	But	even	so,	I	think	that	should	be	all	the	same.			
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BG		So	when	the	other	instruments,	the	dynamic	changes	suddenly.			NB	They’re	still	mezzo-forte,	but	they’ve	just	got	an	accent	there.			BG	Yes.		NB	Yes,	well,	so	how	would	that	work	here?	They’ve	still	got	a	forte.	Do	you	think	get	rid	of	the	crescendo	mark?		BG	I’m	not	sure.			NB	But	that’s	the	most	obvious,	logical	thing	to	do,	isn’t	it?		BG	[laughs]	ah,	it	could	be.	I	guess	my	job	as	an	editor	is	to	do	whatever	you	wish,	without	trying	to	force	my	own	opinion	on	it.			NB	Yes,	but	if	I	haven’t	got	a	clear	idea,	you	can	help	me	settle	on	a	good	idea.			BG	well,	I	guess	I’d	just	defer	to	what	you	have	written.			NB	Yes			
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BG	So,	you’ve	probably,	the	other	day	when	I	came	around	and	we	went	through	the	questions,	and	you	sketched	it,	I	think	you	were	experimenting	with	what	could	be	the	solution,	but	I	think	it’s	sort	of,	because	these	instruments	–	the	oboes	and	bassoons	in	the	second	bar	enter	in	mezzo-forte,	on	the	second	beat,	and	you’ve	written	the	dynamic	in	these	instruments	and	they	line	up	with	the	second	beat,	don’t	they?		NB	Yes		BG	Yes,	so	to	me,	that	would	suggest	that	they	change	there	at	that	point.			NB	So	in	that	case,	you	write	another.		BG		Tie	and	a	crotchet,	and	so	forth?			NB	Yes		BG	Not	a	problem		NB	Yes,	that’s	what	you	should	do.			BG	Okay,	not	a	problem		NB	Thank	you.	
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	BG		Not	a	problem.	I	guess	the	solution	we’ve	just	come	up	with	here,	I’ll	apply	that	to	all	the	other	occurrences.			NB	Oh	yes,	I	think	it’s	very	important	if	you	see	two	things	that	are	similar,	to	make	them	the	same	if	there’s	any	doubt.	But	sometimes	it	can	be	more	than	doubt.	It	could	be,	deliberate.	If	there’s	only	one	little	bit,	if	it	looks	like	an	accident	then	it	is,	or	it	should	be.	I’m	not	quite	sure	whether	that	would	happen.		BG	Alright,	thanks	for	that	Nigel.	Let’s	jump	ahead.		NB		Yes		BG	So,	another	editorial	question.	So	this	is	on	page	four	and	in	the	first	three	bars,	in	the	E-flat	clarinet	part.	So	in	the	draft	score	of	Pentad,	which	was	nicely	tucked	away	at	the	National	Library,	the	E-flat	clarinet	part	over	here	has	the	octave	sign	above	it,	and	I	was	wondering	when	you	drew	up	this	score,	whether	you	left	the	octave	sign	out	by	accident,	or	you	made	a	deliberate	choice	not	to	pop	the	E-flat	clarinet	up	the	octave?		NB	So	what	are	you	saying	is	in	the	National	Library?			BG	Oh,	a	nice	draft	score	of	the	work.	It’s	missing	a	few	pages,	but	this	page	was	there.	And	above	this	part	it	had	the	octave	sign,	the	E-flat	clarinet.	So	it’s	E-flat	clarinet	there,	first	clarinet,	2nd	clarinet,	bass	clarinet.				
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NB	Well	the	E-flat	clarinet	sounds	an	octave	higher	anyway	doesn’t	it,	well,	an	octave	and	a	bit	higher	isn’t	it?		BG	Well,	because	the	score	is	written	in	C,	that	will	sound	exactly	as	a	B-flat.		NB	A	B-flat.			BG	That’s	what	you’ve	written.	Yeah,	its	only	the	piccolos	that	will	sound	an	octave	higher.		NB		Ah,	right	because	its	an	E-flat	clarinet,	and	so	that’s	reasonably	high	for	the	clarinet,	isn’t	it?		BG	Yes,	it	is.				NB	An	ordinary	clarinet	doesn’t	go	up	there	much,	does	it?	What’s	the?		BG	Well	no,	that’s	quite	in	range	for	both	the	E-flat	and	B-flat	clarinet,	ordinary	clarinet.			NB	Ah,	but	the	sound	of	the	E-flat	is	more	shrill.			BG	Correct,	yes.			
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NB	Yeah		BG	Yes,	so	you	think	probably	best	that	you’ve	left	the	octave	sign	out	for	a	reason,	that	it	would	probably	be	a	bit	too	shrill	and	high?		NB	What’d	you	say?	It’s	meant	to	be	shrill?		BG	No,	sorry,	I’ll	start	again.	So	in	the	draft	score,	above	the	E-flat	clarinet	part	was	an	octave	sign	here,	over	the	first	three	bars	of	page	four.	But	here,	you’ve	left	it	out.	So	I	was	wondering	if	it	was	a	deliberate	choice,	or	you	could	have	easily,	maybe	perhaps,	forgot	to	put	it	in?			NB	You’re	just	talking	about	this	page,	page	four?			BG	Yes,	just	this	exact	three	bars	here.	It	doesn’t	apply	to	anywhere	else	in	the	work.			NB	Oh,	I	see.	Is	there	anywhere	that	it	looks	as	if	it	might	have	been	intended	to	apply?			BG	No,	because	this	is	unique	here	to	the	voices	used.			NB	That’s	mezzo-forte	too,	so	it’s	all	mezzo-forte.	Yes,	I	think	that’s	right	then,	isn’t	it?		BG	So	it	should	be	left	as	is?		
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NB	Yes		BG	Certainly		NB	But	you	don’t	want	that,	oh	I	suppose	that’s	alright,	but	the	way	I’ve	written	in,	it	looks	as	if	I’ve	only	got	a	thick	pen	then,	suddenly.				BG	[laughs]	That’s	true.		NB	But	those	things,	that	little	bit	of	information	needs	to	be	fairly	lightly	written.	Crotchet	equals	so-and-so.	Because	that’s	very	important	to	know.			BG	That’s	very	readable.		NB	No,	that	eight’s	right	up	in	the	air,	and	the	four	is	down	below	the	stave.	And	I’d	like	it	to	be	a	bit	more	exact	than	that.			BG	It	will	be	tidy.	Computers	allow	for	that		NB	Yes,	oh	good.	Good.			BG	But	just	back	on	that	E-flat	clarinet	part,	you	think	that	you	left	the	octave	sign	out	above	these	notes	here	deliberately?		
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	NB	Oh.		BG	I	could	see	why	you	did,	because	you’ve	got	the	second	clarinet	at	this	octave,	the	first	clarinet	at	that	octave,	and	if	you	were	to	have	the	E-flat	clarinet	an	octave	higher,	it	would	make	a	nice	two	octaves;	you’ve	got	one	octave	and	then	two.	So	I	can	see	why	you’d	imagined	it.	But	it	is	possible	for	the	E-flat	clarinet	to	play,	but	you	mentioned	earlier	it	might	be	a	bit	shrill.			NB		But	isn’t	that	a	bit	low	for	the	E-flat	clarinet,	that	pitch?			BG		No,	not	at	all.	No.	Because,	remember	the	score	is	in	C	here.			NB	Yes,	but	I	would	have	thought,	I	imagine	the	E-flat	being	way	up	in	the	air.		BG	[laughs]	We	can	put	it	up	the	octave	if	you	like.			NB	One	thing	that’s	possible,	you	can	think	about.	If	a	passage	like	this	occurs	again,	does	it?		BG	Yes,	yes	it	does.		NB	Well	why	don’t	make	it	go	up	an	octave?	Make	it	be	more	dramatic	the	last	time,	or	would	it	be	better	to	make	it	dramatic?	There	are	only	three	times,	so	the	last	time	seems	mentally	to	be	the	time	it	should	be	most	dramatic.	Because	the	sound	of	the	E-
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flat,	see	I	should	just	quickly	mention,	the	reason	I	know	the	E-flat	is	because	I	did	some	music	for	films,	and	so	I’ve	heard	a	number	of	instruments,	live,	close	up	in	the	recording	studio.	That	was	a	terrific	experience.	I’ve	written	more	about	that,	the	opportunity	to	write	things	for	the	Australian	Government	Film	Unit,	I	forget	what	they	were	called.		
	
Time:	1:09:48	–	1:20:08	BG	Alright,	well	we	might	move	on	to	another	question.			NB	Yes		BG	Yes,	it’s	on	page	five.	And	I’m	just	observing	the	slurs	here,	in	this	motive.	So	if	I	just	take	bar	four	as	an	example,	you’ve	got	one-two-three-four-five	notes	all	under	a	single	slur,	and	then	in	the	following	bar,	you’ve	got	each	slur	going	to	each	successive	note,	rather	than	under	one	big	slur.	And	I	was	wondering	if	there	was	any	significance	to	that	Nigel?		NB	I	think	the	only	reason	I	did	that,	is	that	the	A-flat	starts	there,	so	I	had	it	going	to	the	first	A-flat	deliberately,	and	then	that’d	start	over	to	that.	Now	what’s	the	difference	with	here,	it	doesn’t	change.		BG	Well	yes,	it’s	all	under	one	slur	here.		NB	But	it’s	all	mezzo-piano,	isn’t	it?		BG	Well	all	the	parts	are,	yes.		
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NB	There,	but	up	here,	they	all	the	same,	mezzo-forte?		BG	Mezzo-piano.		NB	Oh	still,	that’s	a	‘p’	is	it?	Oh	right,	so	they’re	all	mezzo-piano,	everything	is	mezzo-piano.	Yes,	that’s	interesting,	because	looking	at	that,	I’d	think	there	had	to	be	a	crescendo.	I	never	wrote	it	in,	did	I?			BG	But	just	having	a	look	at	the	slurs,	did	you	intend	to	have	a	crescendo	there	do	you	think?		NB	Well,	there	looks	as	if	there	should	be.	[sings]	or	[sings].	Yes,	you’d	have	a	short	breath	there,	another,	no	that’s	tied	over.	[sings]	Like	that.			BG	Ah,	so	the	slurring,	in	a	way,	indicates	where	to	breath?			NB	Yes		BG		Ah	ha,	okay.		NB	It	does,	doesn’t	it.			BG		So	should	I	keep	the	slurring	as	it	occurs	here?	
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NB	Well,	make	it	more	clear,	because	you	had	questions	about,	so	make	it	clear	so	there	aren’t	any	questions.			BG	[laughs]	But,	I	mean	it	is	clear,	it’s	just	different,	if	that	makes	sense.		NB	Ah,	I	think	it’s	important	to.	You	mean	its	saying	the	same	thing	as	something	else	but	in	a	different	way?			BG	Yeah		NB	Well	I	think	it’s	important	to	have	things	the	same	way,	because	when	I	was	writing	some	piece	five	months	later,	I’d	think,	oh	well	this	time	I	think	I’d	write	it	so-and-so,	but	not	necessarily	for	a	very	definite	musical	reason.	They’re	probably	both	mean,	or	they’re	meant	to	both	mean	the	same	thing,	but	I	just	wrote	them	differently.	So	I	think	you	could	edit	that	to	make	sure	that	if	it’s	clear	to	you	and	me	that	the	same	thing	is	intended,	then	stick	to	that.		BG	Okay,	no	worries.	I	can	make	those	bars	look	a	little	bit	more	like	the	others,	where	you’ve	got	lots	of	notes,	I	can	do	the	same	here.	I	can	put	all	those	notes	under	a	single	slur.		NB	Yes		BG		Yes,	not	a	problem.	Okay,	thanks	Nigel.			
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NB	It	makes	it	flow.			BG	Alright,	just	jumping	over	to.	I’ve	got	a	draft,	or	one	of	the	drafts	of	the	new	edition.	And	you’ve	had	a	quick	look	through	that.	You	know	how	you	change	from	–	you’ve	got	three	tempi	in	the	piece,	crotchet	equals	forty-eight,	crotchet	equals	seventy-two,	and	crotchet	equals	one-oh-eight,	and	they	appear	each	time.	I’d	added	in	some	metric-modulations	for	the	musicians	to	be	able	to	change	from	one	tempo	to	the	other,	without	having	to	guess.		NB	Yes,	so	what’s	that	look	like.	Metric-modulations,	that	sounds	[inaudible]			BG	[laughs]	So,	if	we	have	a	look	at	pages	seven	and	eight.	So	here	this	is	already	at	crotchet	equals	forty-eight,	and	then	it	jumps	to	crotchet	equals	one-oh-eight.	And	so,	the	metric	modulation	is	as	I’ve	written	it.	Would	you	like	the	metric-modulations	to	be	included	in	the	new	edition,	or	do	you	think	something	like	that	is	a	bit	too	unnecessary?	That’s	just	one	example.		NB	One	crotchet	equals	the	previous	quaver.	Or	is	it	the	other	way	around?				BG	So,	a	semiquaver	nine-tuplet	[laughs]	of	the	old	tempo,	equals	a	semiquaver	of	the	new	tempo.	It’s	a	bit	complicated,	but	that’s	correct.		NB	No,	that’s	clear	isn’t	it,	that	that	is	what	has	happened	before,	and	that’s	what’s	happening	now.	I	used	to,	when	I	was	playing	things,	get	a	bit	confused	about	that	sort	of	instruction,	or	not	getting	confused,	but,	this	looks	confusing	because	it	could	mean	the	other	way	around.	
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	BG	Yes,	well	I	had	the	same	thing	but	I	consulted	a	text	book,	and	it	said	modern	day	practice,	it’s	quite	customary	for	the	value	on	the	left	side	relates	to	the	old	tempo	and	the	value	on	the	right	side	relates	to	the	new	tempo.			NB	Well	that	sounds	sensible	and	you	say	that’s	the	common	practice.			BG	Well,	yes.		NB	Oh	good,	well	we’ll	do	that	then.		BG	But,	my	question	is,	including	these	metric-modulations,	here’s	another	example	on	page	nine,	I’ve	put	another	one	there	–	would	you	be	happy	for	that	to	be	included?		NB	Oh	yes,	I	think.	[sings]	Now	it’s	going	to	be	half?			BG	Yes,	crotchet	equals	one-oh-eight	in	this	bar,	and	now	its	crotchet	equals	forty-eight.		NB	But	that	says	quaver	equals	semi-quaver?			BG	No,	ignore	the	bit	at	the	top,	ignore	that.	That’s	crotchet	equals	forty-eight.			NB	Oh,	ignore	that?	
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	BG	Yes,	that	there	is	my	little	add-in		NB	Oh,	oh	well.		BG	And	that’s	what	I’m	asking,	do	you	think	those	are	needed	to	be	included,	or	not	to	be	included?		NB	Well,	by	modern	practice,	probably	that’s	not	needed,	is	it?		BG	Which	bit?		NB	The	bit	I’ve	got	my	thumb	on.		BG	Right		NB	The	simpler	the	better.			BG	Right,	okay	sure.	I	can	not	include	them	if	you	wish.			NB	But	you	were	suggesting	that	that’s	the	way	it’s	done	now-days.			
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BG	Well,	from	performers	to	change	from,	if	you	have	to	change	from	crotchet	equals	one-hundred-and-eight,	crotchet	equals	forty-eight,	how	do	you	do	that	precisely?			NB	Yes,	you	can	always	put	in	a	little	‘c’	in,	circa.		BG	Would	you	like	it	to	be	that	for	all	the	tempos?		NB	Yes,	oh	yes.	I	don’t	want	them	to	be	playing	to	a	metronome		BG	Even	though	you’ve	written	three	tempos	throughout	the	piece,	and	they’re	always	written	the	same	tempo,	because	they’re	interrelated	aren’t	they?		NB	Yes,	they	are.	So	each	one	should	be	the	same	as	it	was	the	first	time	and	the	second	time,	yes.	Yes,	the	tempo	of	the	whole	thing,	because	it	doesn’t	have	any	movements	does	it?			BG	No	it’s	a	singular	work.		NB	So,	that	principal,	crotchet	equals	quaver,	that	goes	on	being	the	same,	doesn’t	it?	Yes.	Well	you	could	have	a	note	at	the	beginning	saying,	throughout	this	score	crotchet	equals	quaver,	blah,	blah,	blah.		BG	Oh,	that’s	a	good	idea.	So	rather	than	including	all	these	above	the	music	all	the	time,	I	can	just	add	at	the	beginning	the	tempo	relationships.	
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NB	Yes		BG	Sure		NB	Because,	when	its	printed,	it	should	be	printed	so	that	whoever	is	looking	at	it	actually	sees	this,	don’t	write	it	as	a	little	thing,	there	are	a	lot	of	European	publications	where	some	terribly	important	–	at	this	point	you’ve	got	to	shoot	the	soprano,	and	they	say	that	right	down	the	bottom.		BG	[laughs]	Its	too	small	to	read.		NB	Yes			BG	Okay,	no	I	can	make	it	quite	clear	at	the	beginning.			NB	Yes,	I	think	that’s	the	best	thing.			BG	Sure		NB	The	fewer	words	there	are,	words	of	instruction,	the	better,	because	then	they’re	looking	at	the	music,	and	at	the	notes.		BG	Understood,	okay.		
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NB	And	thinking	about	the	notes,	and	thinking	the	notes	and	[inaudible]			BG	Too	easy,	I’ll	do	that	Nigel,	thank	you.			NB	Good,	oh	well	that’s	very	helpful	isn’t	it,	because	that’s	made	quite	an	important	decision,	yes.		BG	Yes.				
Time:	1:20:15	–	1:21:50	BG	So	Pentad	is	for	twenty-seven	woodwind	and	brass	instruments,	why	omit	strings	from	the	work?		NB	Because	I	wanted	to	write	something	different	to	what	I’d	done	before.	I’d	written	pieces	for	string	orchestra,	I’ve	written	for	full	orchestra,	and	I	wanted	this	piece	to	be	different.	And	that	principal	applies	to	every	piece	that	I’ve	written	I	should	think,	that	I	wanted	to	be	different	to	other	pieces.	So	a	certain	piece	might	have	similarity	with	this	one,	and	a	different	similarity	with	that	one.	But	you	don’t	want	to	worry	the	player	about	all	this	sort	of	stuff,	just	tell	him	what	to	do,	and	not	worry.		BG	Okay,	so	you	wanted	the	instrumentation	different	to	what	you	had	written	before,	because	as	you	mentioned	you’d	written	for	full	orchestra	and	so	on.		NB	Yes		
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BG	Did	you	know	of	any	other	works	that	were	written	for	just	wind	and	brass	instruments?		NB	Oh	yes,	I’m	sure	I	did.	I’m	sure	I	pinched	some	ideas	from.	I	don’t	know	whether	Andy	Ford	as	I’d	said	I	knew	at	the	time.	No	there	was	someone,	might	have	been	someone	in	England.		BG	Right.		NB	Who	wrote,	yes	certainly,	there	have	been	works	for	brass	and	wind	instruments.			BG		Yes,	yes	there	are.		NB	Yes.															
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PART	TWO	Date	–	13th	November,	2016.	Time	–	11:30am		
Time:	0:00:25	–	0:01:36	BG	So,	Nigel,	prior	to	composing	Pentad	in	1968,	I	was	wondering	if	you	had	any	knowledge	of	any	other	works	for	wind	and	brass	instruments?		NB	I’m	sure	I	did.	I	can’t	remember	exactly,	unless	there’s	something	I	told	you	before	that	you	remember	of?	BG	Well,	I’ve	previously	raised	with	you	some	works	that	you	might	have	perhaps	known,	like	Stravinsky’s	Symphonies	of	Wind	Instruments.		NB	Yes.	The	works	that	you	listed,	I	probably	didn’t	know	at	that	time,	or	more	likely,	it	was	just	getting	to	know,	because	having	to	write	a	piece	for	wind	was	something	I’d	never	done	before,	so	I	wanted	to	hear	what	other	composers	had	done	first.	I	can’t	remember	it	at	this	gap	of	what,	forty	years	or	something,	I	can’t	remember	exactly,	but	I	do	remember	a	person	that	I	knew,	a	friend,	a	singer	who	lived	in	Beecroft	and	where	I	was	still	living.		
	
Time:	0:04:02	–	0:08:06	BG	So	moving	back	onto	works	for	wind	and	brass.	I’ve	had	a	look	into	some	works	that	were	written	before	Pentad	by	Australian	composers,	and	I	thought	I’d	just	pass	them	past	you	to	see	if	you	had,	at	all,	heard	of	them.	So	the	first	The	Swamp,	a	suite	for	13	wind	instruments	by	James	Penberthy.			NB	No,	I	hadn’t	heard	of	that.	No,	I’ve	heard	quite	a	bit	of	his	music.	
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	BG	That	one	eluded	you.	That’s	fine.	What	about	a	composer	Bruce	Smeaton?	He	wrote	two	works:	Four	Curious	Dances	and	Suite	for	Military	Band.			NB	Ah,	where’s	this	on	here?		BG	Oh,	that’s	the	second…			NB	Military	Band		BG	That’s	the	one,	yep.			NB	
Closing	Hymn	for	the	Commonwealth	Games,	by	Penberthy.		BG	Oh,	well	that’s	another	one	by	Penberthy.			NB	That’s	later.	The	Swamp.		BG	Well,	we	just	covered	The	Swamp.			NB	Well,	I	don’t	know	that.		
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BG	That’s	fine.	Did	you	know	of	the	other	ones?	The	two	by	Bruce	Smeaton	and	the	other	one	by	James	Penberthy?			NB	
Closing	Hymn	for	the	Commonwealth	Games.	I	would	have	heard	it	I	hope,	but	I	don’t	remember	it,	and	The	Swamp	suite	I	certainly,	that’s	the	first	time	I’ve	heard	the	name	of	it.	I	went	to	Perth	at	one	stage,	and	he	was	very	welcoming,	and	because	he	was	the	Perth	composer.	There	were	other	people	around.	Brian	Howard	was	there	at	that	time,	he	was	half	way	in	Australia	and	half	way	further	up,	and	Brian	was	very	informed	and	very	able	to	explain	things	well.	He	was	a	great	help.		BG	Okay,	so	the	two	pieces	by	Bruce	Smeaton	as	well	–	is	that	a	composer	who	you	are	familiar	with?		NB	No,	I	don’t	know	that	name	actually.		BG	Not	a	worry.	Okay,	Michael	Kenny.	He	wrote	a	Symphonic	Study	for	Concert	Band.		NB	Again,	I	don’t	think	I	know	that	name.	Where	was	he,	do	you	know?		BG	Look,	I	have	not	been	able	to	find	any	information	on	Michael	Kenny.		NB	No,	he’s	probably	a	pseudonym			BG		[laughs]	for	someone	else?	
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	NB	For	someone	else.	Because	that	does	happen.	You	know,	if	you	want	to	go	on	writing	crummy	music	but	you	know	that	people	who	respect	your	good	music	will	think	you’re	dreadful,	so	you	choose	another	name.	That’s	not	an	unknown	thing,	and	it’s	very	sensible,	because	both	of	them	are	important	to	you.	One	is	quite	different.		BG	Yes,	I’ll	look	into	that.	So	the	next	one	is	by	William	Lovelock,	and	it’s	called	Australiana.				NB	Yes,	I	don’t	know	that	piece,	but	the	title	is	absolutely	typical,	because	he	lived	in	Brisbane.	He	came	out	to	Australia,	I	think	to	Brisbane,	and	he	was	English,	and	the	fact	that	he	calls	it	Australiana	indicates	that	he	was	really	aware	that	he	was	living	in	a	different	place.	Queensland	was	nothing	like	London,	if	you	just	think	about	the	heat.	And	so	Lovelock	was	a	good	teacher,	and	a	very	fine	musician,	and	so	he	became	known	particularly	in	Queensland	as	a	very	important	composer.		BG	Okay,	so	the	next	one	is	by	Dulcie	Holland.	Stanmore	Road	March,	which	was	commissioned	by	the	Newington	College.	I	don’t	suppose	you’ve	heard	that	one?		NB	I	haven’t	heard	that	actual	piece,	but	I	was	interested	to	see	the	name	of	it,	as	Dulcie,	she	knew	me	very	well	quite	early.	Did	I	tell	you	the	story?		
Time:	0:10:28	–	0:10:50	BG	Okay,	just	looking	at	the	last	piece	on	the	list.	This	was	by	Robert	Hughes.	Flourish	for	
the	86th	Birthday	of	Igor	Stravinsky.		
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NB	Yes,	well	that	was	one	of	a	number	of	very	short	pieces	which	Richard	Meale	and	I	got	various	Australian	composers	to	write.	It	was	Richard’s	idea.			
Time:	0:11:41	–	0:12:35	BG	So	coming	back	to	the	Robert	Hughes.	This	was	some	sort	of	a	commission,	do	you	think,	for	the	birthday	of	Igor	Stravinsky?		NB	Oh,	yes.	It	was	part	of	Richard’s	idea	at	that	time,	because	the	Australian,	not	the	centenary.	Whatever	it	was,	an	important	year	is	coming	up	for	Australia,	and	Richard	thought,	well	we	ought	to	get	people	to	write	new	pieces,	not	just	dig	out	their	old	ones.	We	ought	to	have	a	number	of	significant	composers	from	each	state	writing	a	new	piece,	and	Dulcie	Holland	and	Miriam	Hyde	were	both	living	in	Sydney	at	that	time,	and	they	both	wrote	very	good	pieces.			
Time:	0:13:31	–	0:14:14	BG	Okay,	so	moving	a	little	bit	on.	I	was	wondering	in	the	60s	before	Pentad,	well	this	is	a	bit	earlier	actually,	if	you	had	known	of	or	heard	about	the	ABC	National	Military	Band,	which	formed	in	’34	and	finished	in	1951?		NB	Yes,	well	I’d	heard	them	very	loudly,	because	I	was	working	as	a	dispatch	boy	and	mail	deliverer	and	sort	of	mail	sorter,	two	little	departments	which	were	quiet	near	to	the	street.			
Time:	0:16:06	–	0:19:34	BG	Okay,	Nigel	I’m	wondering	now	–	this	is	an	American	Ensemble	–	it’s	the	American	Wind	Symphony	Orchestra,	and	it’s	made	up	just	wind,	brass	and	percussion	and	it	was	
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formed	in	1957	by	Robert	Boudreau.	I	was	wondering	if	you	had	heard	of	them	by	any	chance?		NB	No,	I	haven’t.	No.		BG	No,	that’s	fine.	But,	you	were	in	America	in	1978,	you	travelled	to	Northwestern	University	in	Chicago,	and	Pentad	was	performed	there.		NB	Yes,	and	very	well.		BG	And	Meditations	of	Thomas	Traherne,	was	also	performed.		NB	These	were	the	students,	and	they	of	course	being	American,	who	were	in	America,	were	very	well	trained	and	sight-read	well,	and	they	were	excellent.	So	it	was	quite	a	privilege	to	have	my	music	done	by	them,	and	I	think,	was	Pentad	the	piece	that	was	done	there?		BG	So	yes,	Pentad	was	played	there.	You	also	wrote	Fanfare	and	Processional	for	a	brass	choir.	That	was	also	played.			NB	Ah	yes,	that’s	right.	I	had	to	write	that	piece	specially	I	think,	and	I	can	visualise	where	I	was	in	the	hall,	which	I	can’t	remember	whose	hall	it	was,	but	something	to	do	with	probably	a	teaching	institution,	but,	now	what	am	I	going	on	to	say?				
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BG	You	can	remember	the	hall	where	perhaps	they	were	rehearsing	or	performing	Pentad	and	Fanfare	and	Processional	or	Meditations	of	Thomas	Traherne?		NB	Ah,	it	was	a	university	part,	university	hall.	The	main	thing	I	remember	is	sitting	a	bit	high	up	from	the	actual	stage,	from	where	people	were	playing.	I	was	sitting	there,	and	a	man	sitting	beside	me,	oh	that’s	right	they	played	a	very	popular	piece,	I’m	sorry.	The	man	sitting	beside	me	mentioned	a	very	popular	piece	which	was	very	familiar	at	that	time.	I	don’t	know	whether	it’s	still	around,	but	he	said,	oh	your	music,	it’s	wonderful,	it’s	just	like	blah	blah	blah,	to	me,	for	me.	I	gave	him	the	same	good	feeling	with	my	rather	mental	sort	of,	what’s	the	word?			BG	Ah,	cerebral?		NB	Yes,	a	rather	cerebral	sort	of	piece,	and	he	said,	made	a	compliment	about	this	piece,	and	comparing	it	with	a	very	well-known	popular	American	piece.	He	said,	this	is	just	like	that	piece	to	me.		BG	Which	piece	was	that	he	was	listening	to?	Was	that	the	Meditations,	or?		NB	I	think	it	was,	I	can’t	remember	for	sure.												
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